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ABSTRACT 


The purpose of this dissertation is to evaluate the 
literary achievements of Bruno Jasieriski (1901-1939), a 
bilingual writer, whose name in’ the history of Polish iheeerem 
ature is firmly connected with Futurism, and in the history 
of RusSian literature with Socialist Realism. He was one of 
the founders of the Futurist movement in Poland, and one of 
the first writers in the Soviet Union to translate the 
principles of the theory of Socialist Realism into a language 
of literature. 

Jasieriski's affiliation with Futurism determined the 
nature of his poetic experiments in But w butonierce (1921), 
Piesn o gtodzie (1922), and Ziemia na lewo (1924). Anti- 
aestheticism is an underlying principle of his poetry. 

Nature is degraded and depoetized by metaphors setting up 
vulgar associations. The elevated poetic diction is repiaced 
by everyday language saturated with prosaisms, augmentatives, 
and colloquial syntax. The original and powerful free verses 
are based on asyntactic division and a new type of rhyme. 

In the middle of the 1920's Jasieriski abandons 
Futurism and searches for new forms of artistic expression 
that could adequately transmit his revolutionary ideas. He 
writes Stowo o Jakubie Szeli (1926), a poem sustained in the 


tradition of Polish folk songs, and Pale Paryz (1928), a 
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utopian novel proclaiming the inevitable end of the 
capitalist system and the coming of a new era. 

From now on Jasieriski subordinates his works to the 
task of political propaganda. His Chelovek menYaet kozhu 
(1932), "Muzhestvo" (1935), and Zagovor ravnodushnykh (1937) 
offer didactic illustration of definite ideological premises 
and of certain patterns of behaviour. The reader is con- 
fronted with standardized types of "positive" heroes clearly 
distinguished from "negative" characters, as well as with 
schematic optimism, i.e., readiness for optimistic solutions. 
The choice of the omniscient narrator enables Jasieriski to 
present his own system of values and appreciations and to 
eliminate any ambiguity in favour of a clear evaluation of 
all the facts and characters. Each book offers a univocal 
answer to all questions raised by the author. All in all, 
Jasienski is in full conformity with the requirements of 
Socialist Realism, a method he adopted after his coming to 


thesSoviet Union. 
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INTRODUCTION 


The name of Bruno Jasieriski is firmly connected in 
the history of Polish literature with the Futurist movement, 
and in the history of Soviet literature with Socialist 
Realism. He was one of the founders of Futurism in Poland, 
and one of the first writers in the Soviet Union to translate 
the principies of the theory of Socialist Realism into a 
language of literature. 

Wiktor Bruno Jasienski was born in 1901 in Klimontdéw 
near Sandomierz, son of Jakub Zysman,~ a country doctor who 
for family reasons had changed his name to Jasieriski. At 
an early age, Bruno left his native town, first to attend 
school in Warsaw, then between the years 1914 and 1918 to 
continue his education in a Polish High School in Moscow. 

In 1918 Jasienski returned to Poland and began his 
studies in the faculty of philosophy at the Jagiellonian 
University in Cracow. Together with Stanistaw Mtodozeniec 
and Tytus Czyzewski he organized a Futurist club, "Kataryn- 


ka," 


whose aim was to propagate the new poetry and to 
"futurize life" in old-fashioned Cracow. The Cracow group 
established a very close relationship with the Warsaw 


Futurists, Anatol Stern and Aleksander Wat, and together they 


toured the country? and published flamboyant manifestoes. 
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Jasieriski was the soul of all Futurist activities. He 
Organized and participated in most of their public appear- 
ances and was the author of many Futurist manifestoes as 
well as of a good deal of Futurist poetry. In 1921 Jasieriski 
published his first book of poetry But w butonierce (A Boot 
in a Buttonhole). The next year saw the appearance of his 
poem Piesn o gtodzie (Song of Hunger), which was followed in 
1923 by a novel Nogi Izoldy Morgan (The Legs of Izolda 
Morgan). In 1924 appeared Ziemia na lewo (Earth Leftwards), 
a collection of poetry by Jasieriski and Anatol Stern. JZiemia 
na lewo was introduced by a preface in which the authors 
described themselves as “ex-futurists." A few months earlier 
JaStenskimgot tuciallysannouncedshis~break with Futurism in 
his article "Futuryzm polski (bitans) te 

According to Jasieriski's autobiography, the years 
1924-1925 were for him years of inner crisis.° He refused 
to write in the old way, but at the same time could not find 
new forms of artistic expression. He spent these years in 
Lw6w as literary editor of a communist newspaper, Trybuna 
Robotnicza. 

In 1925 he went to Paris, where he spent the next 
four years of his life. In 1926 he wrote a poem, Siowo o 
Jakubie Szeli (Lay of Jakub Szela), and a novel, Pale Paryz 
(I Burn Paris), which was published in French in the columns 


Ofsiunumanité.(1928)...) The ideological connotations of Pale 
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Paty 2 sopweldedsevasienskiy s activesparticipation in the 
communist movement aroused the anxiety of the French govern- 
ment, which ordered the poet's deportation in 1929. 

On May 19 of that year Jasieriski arrived in Leningrad, 
where he was welcomed by a large crowd, including many 
reporters and writers. Jasieriski settled down in Moscow, 
where he soon became involved in the artistic and political 
life of the capital. He joined the Polish section of the 
VOAPP (All Union Consolidation of the Associations of Prole- 
tarian Writers), which entrusted him with the job of editing 
Kultura Mas, a journal published in Polish and aiming at the 
creation of a Polish proletarian literature. ’ In June 1930 
he was elected to the Secretariat of the MAPP (Moscow Asso- 
Ciation of Proletarian Writers), and became one of the 
organizers of the International Congress of Revolutionary 
Writers, which took place in Kharkov in the fall of 1930. 

It was resolved at the Kharkov Congress to establish a 
periodical devoted to world proletarian literature, and 
Bruno Jasieriski was chosen as its chief editor. The period- 
ical was Literatura mirovoi revolfutsii and was published in 
four languages—Russian, German, English and French. ® 

Jasietiski's first work written in the Soviet Union 
was a play, Bal manekenov (The Ball of Mannequins), published 
in 1931 with an introduction by Anatolii Lunacharskii. In 


1932-33 his novel Chelovek menfaet kozhu (Man Changes His 
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Skin) appeared in Novyi mir, followed by a number of short 
stories: "Muzhestvo" (Bravery), "Nos" (The Nose), and 
"Glavnyi vinovnik" (The Chief Delinquent). All these works 
represented a new trend in Jasieriski's writings; the ex- 
futurist adopted a new method—the method of Socialist 
Realism. In 1936 Jasieriski began work on the novel Zagovor 
ravnodushnykh (A Conspiracy of the Indifferent). It was 
never finished. Jastenski wasearrestedein 1937, varvictin, 
like many Soviet writers, of the Stalinist purges. He was 
exiled to Siberia and died in Vladivostok on December 16, 
1939.79 

His books were withdrawn from bookstores and 
libraries, his name was never mentioned in critical studies. 
Jasieriski was doomed to obscurity for almost two decades. 
Then in 1955 the political climate in the Soviet Union 
changed. Jasieriski with many others was posthumously 
rehabilitated. His works were republished and his name 
attracted the attention of critics and scholars.1t 

The campaign for Jasieriski's revival in Polish 
scholarship was initiated by Grzegorz Lasota and Anatol 
Sterntes and in the Soviet Union by Anna Berzin', the poet's 
second wife.?? Since then many valuable studies on Bruno 
Jasietski have appeared both in Poland and in the Soviet 


Union, but, as a rule, they tend to bisect his literary 


production according to the language in which the works were 
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written. The only exception is Anatol Stern's monograph, 
Bruno Jasieriski, embracing the totality of Jasiernski's 


Works; 


The book makes very interesting reading, thanks to 
Stern's first-hand knowledge of Futurism, and his personal 
acquaintance with Jasieriski. Unfortunately, the emphasis is 
Ongbhesbitographical tiacts) atythe expense of analysis of the 
literary works. A completely different approach was chosen 
by Edward Balcerzan, author of the second Polish monograph 
on Bruno Jasieriski. Styl i poetyka tworczosci dwujezycznej 
Brunona Jasieriskiego investigates Jasieriski's poetics as a 
reflection of the poet's peculiar semiological attitude, 
where the Reality becomes the Transmitter and the role of 
the writer is to be a Contact between the Transmitter and 
the Receiver.!° There are also two interesting articles on 
Jasieriski's poetry by Marian Rawiriski. The first one, "U 
genezy wcezesnej twdérczosci poetyckiej Brunona Jasieriskiego," 
discusses Jasieriski's early poetry written under the impact 
of Igor Severfanin and Vladimir Mafakovskii; the second, 
"'Stowo o Jakubie Szeli' Brunona Jasieriskiego wobec folk- 
loru," gives a perceptive analysis of Stowo and its ties 
with Polish folk poetry.?® 
If the Polish scholars restrict themselves to the 
investigation of Jasieriski's poetic achievements, their 


Soviet colleagues concentrate on his prose, especially on the 


latest novels. B. I. Pruttsev's dissertation, "Tvorcheskii 
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Dut! ABruno Tasenskogo," is very representative in this 
regard. Pruttsev dismisses Jasieriski's Futurist poetry as 
"formalist, anti-realistic, reflecting the disintegration of 
the bourgeois culture." He makes an exception, however, for 
Piesn o gtodzie, regarding it as a poem witnessing the 
"victory of the realistic tendencies." The core of Prut- 
tsev's dissertation is devoted to Jasierski's prose and to 
the degree to which the writer meets the requirements of the 
doctrine of Socialist Realism. —Pruttsev examines problems 
Ofmatypicallty,a= pOSittivesnero,a and@ipartisanship, “eas 
reflected in Jasieriski's Russian novels, and concludes that 
the eer successfully adopted the method of Socialist 
Realism. =’ The same conclusions were reached by N. G. Shafer 
and E. M. Khoroshukhin, authors of two more dissertations on 
Bruno Jasienski. Both "Romany Bruno Tasenskogo" and 
"Khudozhestvennaia proza Bruno Iasenskogo" deal exclusively 
with the ideclocy of Jasieriski's prose and overlook its 
Sstructupal and stylistic peculiarities.18 
There is a lack of a monographic study evaluating 
Jasieriski's literary production as a whole. The task of 
this dissertation is to fill this gap by assessing Jasierski's 
COULLIDUCIONetOsDOtiI etnies Polish wand the Russians teratures 
SnasoyeguvingeasCchiticalL appreciation of his literary 
evolution. The study is based primarily on Jasieriski's 


literary works, with the major emphasis on those revealing 
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the impact of Futurism on his poetry and of Socialist Realism 
on his prose. Jasieriski had begun his literary career as a 
Futurist, and this determined the nature of his poetic exper- 
iments in But w butonierce, Ziemia na lewo and Piesn o 
giodzie. His literary career in the Soviet Union coincided 
Wi Lime NCBOn’GINe Of the itheory of Socialist Realism, which 
left a strong impact on the structure of his Russian novels 
Chelovek meniaet kozhu and Zagovor ravnodushnykh. 

DUEMINeOrderetomdOplulle justice to JGasienski's 
achievements, his works will also be confronted with the 
conventions of the period. Postwar Polish poetry as well as 
Cheehuturist trends in ltaly and Russia will provide a 
background for an analysis of his poetry. His Russian novels 
will be compared with the most representative "industrial" 
novels of such Soviet writers as Fedor Gladkov, Leonid 


_Leonov, Valentin Kataev, ea Exenburg, and others. 
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POLISH FUTURISM: ITS ORIGIN AND THE AESTHETIC PROGRAMME 


In the development of twentieth century Polish 
literature the years 1917-1923 are marked by the origin of 
numerous poetic schools, each of which grouped a number of 
poets, who, despite their differences, united in order to 
promote new tasks in literature. Each of the schools formu- 
lated its own programme, often opposite and antagonistic to 
one another. 

In the opinion of Ryszard Matuszewski and Seweryn 
Pollak, the authors of a survey of Polish poetry in the years 
1914-1939, from the perspective of forty years the differ- 
ences between the groups do not seem as great as they seemed 
to their contemporaries, and the borderlines between them 
become fluid: 

Ot6z kiedy na dorobek tych ugrupowari spoglada sie 
Zz perspektywy lat czterdziestu, zadne z nich nie 
wydaje sie woine od powiazan z przesztoScia. Co 
wiecej, zadne z nich, przynajmniej w momencie startu 
nie wydaje sie tak bardzo od siebie rdézne, jak 
wydawato sie wspdéiczesnym. Granice okazuja sie 
ptynne i elementy odrebnych poetyk wspdtistnieja w 
two6rcezoSci tych, ktdérzy zapoczatkowuja poszczegdlne 
nurty. 
Matuszewski's remarks are undoubtedly true in regard to the 
poetic practice of individual poets initiating different 
poetic schools, but as far as the official programmes are 


concerned, the disparities are much greater than the 


' Similarities. 
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One of the first poetic schools to establish itself 
in postwar Poland was the Poznan Expressionist group which 
in 1917 founded its own literary review, bearing the name 


2 The editor was Jerzy Hulewicz, and the chief con- 


2dr}. 
tributors were his brother Witold, Adam Bederski, Jan Stur, 
J6ézef Wittlin and Emil Zegadtowicz. Their programme was 
best formulated in their manifesto "Czego chcemy," written 
by Jan Stur. The true essence of reality, emphasized Stur, 
lies in the metaphysical experiences of the soul, not in the 
outer forms perceptible by our senses. The task of the arts 
is to penetrate into the phenomena of the inner sensations 
co Bite the most faithful and the most direct pronouncement 
Ofechetbarevsoulsi Gin order @toreexpress* all ‘the sensations, 
both conscious and subconscious, the artist has the right of 
deformation, illogicality and formal novelty. But the form 
of a work of art is not an autonomous value and has to be 
subordinated to the content it carries. Content in the arts 
is what matters, not form. 

Some of the expressionist assumptions were adopted by 
"Czartak," a group organized in 1922 by Emil Zegadtowicz and 
including Edward Kozikowski, Janina Brzostowska and Tadeusz 
Szantroch.* But Czartak, with its explicitly anti-urban 
programme, laid the principal stress on the cult of Nature. 
The city was regarded as a symbol of evil: "a monstrous 


swarm of the worst instincts." The only salvation for 
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Mankind was a return to Nature which would bring back 
"belief, hope and love." In short, Czartak's vision embodied 
thesrami itar utoplasotfeathesidy licwliferclosesto Nature, and 
determined its attitude towards folklore, regarded as a true 
source of artistic inspiration. 

If primacy of content over form was the battle cry of 
Expressionism, exactly the opposite view was expressed by 
the Formists.* The only great value of poetry, argued Leon 
Chwistek, a theoretician of that group, lies in its perfect 
form, and the task of the poet is to modify the content in 
such a way that the form is predominant. The logician 
changes the form in order to reach the invariable content, 
while the poet changes the content to achieve the perfect 
form. This is due to the differences of the language func- 
tion in science and poetry: science aims at the sentence 
with the clearest meaning; poetry aspires to ambiguity of 
Meaning which allows the foregrounding of its formal features. 
Chwistek's programmatic article "Formizm" was published in 
the second issue of FormiSci, a periodical edited by Chwistek 
himself and Tytus Czyzewski, the most representative Formist 
poet until he joined the Futurist movement. 

In January 1920 another literary periodical made its 
appearance. It was Skamander, > official organ of the Skaman- 
der group, whose leading poets were Julian Tuwim, Antoni 


Stonimski, Jan Lechon, Kazimierz Wierzynski and Jarostaw 
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Iwaszkiewicz. The first issue of Skamander Opened with an 
introductory article by Wiliam Horzyca, stressing the policy 
of the group to have no definite programme. But in the next 
sentence Horzyca spoke of Skamander's attachment to the 
present and of their desire to extol comtemporary life in 
all its manifestations. Recognizing the importance of 
poetic form, the "Skamandrites" promised to be honest poetic 
craftsmen, accomplishing their work exceptionally well. The 
idea of the poet as craftsman did not exclude the notion of 
inspiration; the article emphasized Skamander's belief in 
"the sanctity of good rhyme, the divine origin of rhythm, 
the Becetron of images, born in ecstasy and chiseled by 
work." The above mentioned article was the only theoretical 
statement made by the Skamander poets; the group was other- 
wise devoid of doctrine. 

Unlike Skamander, the Cracow group "Awangarda" from 
the beginning lent great weight to theoretical considerations. 
The elaboration of an aesthetics was for Awangarda as impor- 
tant aS poetic practice. The chief theoretician of the group 
was Tadeusz Peiper, who in 1922 founded the periodical 
Zwrotnica,°© thus uniting a number of talented poets: Julian. 
Przybos, Jan Brzekowski, Adam Wazyk and Jalu Kurek. Peiper's 
basic assumption was that the change in modern life, trans- 
forming as it does both the physical conditions and the 


psychology of modern man, must also influence the development 
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"Embrace the present" was his slogan, suggest- 
ing the need to introduce new themes: "the city, the crowd, 
the machine and their derivatives—speed, inventiveness, 
novelty." But "embrace the present" also demanded the 
transformation of the forms of artistic expression. Peiper 
explored the problems of the new poetics, elaborating a 
whole System of principles dealing with the function of 
rhyme, rhythm, metaphor and poetic composition. In "Metafora 
terazniejszoSci" he justified the hegemony of metaphor as 

one of the most efficient means of transforming existing 
reality “into poetic reality with a minimum of verbal 
material. In "Rytm nowoczesny" he argued against traditional 
metric systems in favour of free verse based on the natural 
rhythm of a sentence and distinguished by the use of rhyme. 
In Nowe usta he advocated the principle of "blooming compo- 


sition, * in’ which an fells, part presents a condensed 
expression of all motifs to be developed in the following 
parts. Each consecutive part would contain a fuller repre- 
sentation of the basic motif, enriched by new elements and 
shown in a more detailed way. Peiper's poetic theory, 
embracing a settled and closed system of norms, was distin- 
guished by an inner coherence and consistency which placed 
Awangarda among the most interesting schools of the twentieth 


century Polish literature. ® 


The same could not be said about the Futurist 
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programme, which was often contradictory and vague. One of 
the reasons for the meagreness of Futurist theoretical 
output and its lightweight quality was the lack of a theore- 
tician of the stature of Tadeusz Peiper or Leon Chwistek. 
Neither Anatol Stern nor Bruno Jasienski, authors of the 
Futurist manifestoes, nor Kordian Gacki, editor of Almanach 
Nowej Sztuki, had the intellectual capacity to evolve a 
coherent aesthetic theory. Stern and Jasierski were simply 
poets who wrote the manifestoes to stress the need for a new 
poetry. Their manifestoes were intended to baffle the 
audience rather than to clarify issues. Kordian Gacki was 
an acute interpreter of Futurist poetry, but he failed to 
elaborate a system of concepts which would function as a 
universal Futurist aesthetics.” 

Pteisecharacteristic that Polish Futurists have never 
established their own literary periodical. For a while it 
seemed that Nowa Sztuka might have become their official 
organ, but it ceased to exist after the publication of two 
issues. 1° When Almanach Nowej Sztuki was founded in 1924, 
it was already too late. The process of the disintegration 
of Futurism was well advanced and there was no way to stop 
it. Lack of a periodical was certainly a drawback to the 
effective dissemination of Futurist ideas, but Futurists 
solved that problem by publishing so-called "jednodnidéwki ," 


occasional publications containing Futurist manifestoes as 
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wel las #aese lection tof their poetry.tt (Mets) Geikwesye Gi Ube bbeabohe 
HyednodniGukaveappeared in Warsaw in December 1920, and was 
entitled Gga: Berney polski almanach futurystyczny (Honk: 
The First Polish Futurist Almanac). Its authors, Anatol 
Stern and Aleksander Wat, opened the publication with a 
manifesto "PrymitywiSci do naroddéw Swiata i Polski" (The 
Primitivists to the People of the World and Poland). Its 
general tone was noisy and aggressive, its aim to outrage 
public opinion as much as possible. It began with a denun- 
ciation of all tradition: civilization should be dumped into 
a junkpile and all tradition should be renounced: 


CYWILIZACJA, KULTURA, Z ICH CHOROBLIWOSCIA — 
NA SMIETNIK. es e e e e e e e e e e e es e e e se e e 


PRZEKRESLAMY HISTORIE I POTOMNOSG. 

takze rzym totstoja, krytyke kapelusze indie 

bawarie i krakow. 
Laughter and nonsense were pronounced the essential elements 
of life: "nonsense is splendid, while logic marks the con- 
Straint and cowardliness of the intellect." The essence of 
art, according to the authors of the manifesto, lay in 
primitiveness and laughter. Art had-to go on the streets 
and be a part of live circus performances for huge crowds of 
people: 
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sztukqa jest to tylko, co daje zdrowie i Smiech. 

ISTOTA SZTUKI—W JEJ CHARAKTERZE CYRKOWEGO WIDOWISKA 

DLA WIELKICH TLUMOW. 
As for poetry, it should dispense with grammatical forms, 
Spelling and punctuation, while preserving rhyme and rhythm. 
The manifesto called for a new approach toward the word, 
understood as phonetic material deprived of its meaning: 

znaczenie stowa jest rzecza podrzedna i nie zalezy 

od przypisywanego mu pojecia nalezy je traktowaé 

jako materiat dZwiekowy UZYTY NIEONOMATOPEICZNIE. 

On the whole, the programme introduced in "Prymity- 
wisci do naroddéw Swiata i Polski" had more in common with 
Dada than with Futurism, espousing as it did an anarchistic 
negation of all values and apotheosizing nonsense and 
laughter. “Dada means nothing," wrote Tristan Tzara in "Le 
Manifeste Dada 1918": 

Tout produit du dégotit susceptible de devenir une 
négation de la famille, est dada; proteste aux 
poings de tout son &tre en action déstructive: dada; 
connaissance de tous les moyens rejétés jusqu'a 
présent par le sexe pudique du compromis commode et 
dewla politesse: dada; abolition de la logique, 
danse des impuissants de la création: dada; de toute 
hiérarchie et 6quation sociale installée pour les 
Valbeursh par mNossvalieGress DADA? LP 28s Liberte so pADA 
DADA DADA, hurlement des couleurs crispées, entre- 
lacement des contraires et de toutes les contradic- 
tions, des grotesques, des inconséquences: LA VIE. 
Ingtheiperejectrontof all values, all assumptions, all 
beliefs, the Dadaists also rejected the arts. The creative 
process was regarded as a joke characterized by spontaneity 


and lack of deeper meaning. 


Nevertheless, there was a basic difference between 
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the Polish Primitivists and the Dadaists, who were in 
principle against all programmes. The Polish Primitivists 
regarded the whole world as a huge playground where the 
artists came together with crowds of people to create art. 
"PrymitywiSci do narodéw Swiata i Polski" wanted to abolish 
the barrier dividing the artists from the audience and to 
engage the masses in the reception as well as in the creation 
of art. In contrast, Dada's emphasis was on the artist, 
liberated and irrepressible in his fantasy, aloof from the 
rest of the people. Dadaists stressed their separation from 
the public which they regarded as ignorant and hostile. The 
task of the new art was to amaze and to shock the public 
rather than to establish contact with it. 

The slogan of art for the masses was expressed not 
only in "PrymitywiSci do naroddéw Swiata i Polski," but also 
in a manifesto "Do narodu polskiego: Manifest w sprawie 
natychmiastowej futuryzacji zycia" (To the People of Poland: 
A Manifesto Concerning the Immediate Futurization of Life), 
written by Bruno Jasiernski and published in Jednodnuwka 
futurystuw [Sic] (Cracow: 1921). Jasieriski rejected the 
ideal of pure art, art for art's sake, and advocated “human 
aGc,n 1.6. ,, alt thateis democratic and common, and belongs 
to the masses. In order to reach the masses, the artists 
have to go into the streets and organize concerts and exhi- 


bitions at the factories and cafeterias, on the trams and in 
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the railway stations, in the parks and on the balconies. 
The crowd has to become engaged not only as the audience but 
also as an active participant: 
Zrywamy raz na zawsze z fikcjami tzw. nczystej 
Sacukde, sztuki dla sztuki', »szatuki dla absolutu”. 
Sztuka musi byé jedynie i przede wszystkim ludzka, 


tj. dla ludzi, masowa, demokratyczna i powszechna. 


e e e e es e e e e e e e e e e e e 2 e 


Kaeo acy moze Disy ec Agretey St iae. 
Teatry, cyrki, przedstawienia na ulicach, grane 
przez sama publicznosé. Wzywamy wszystkich poetdéw, 
malarzy, rzezbiarzy, architektdéw, muzykow, aktord6w, 
aby wyszli na ulice. 
This new mass art was supposed to replace the art of the 
past, which had outlived itself and had to be dismissed. 
Jasieriski urged that the classics, symbolized by the names 
of Mickiewicz and Szowacki, be discarded: 
Bedziemy zwozié taczkami z placdéw, skwerdéw i ulic 
nieSwieze mumie mickiewiczéw i stowackich. Czas 
opréznicé postumenty, oczyScié place, przygotowaé 
miejsSca tym, ktorzy ida. 
Paying homage to Romantic poetry for its national character, 
Jasieriski promised to disparage their epigones, presumably 
the poets of Mtoda Polska, described in the manifesto as the 
"phantoms of Romanticism." 

The revolt against literary tradition was combined 
with a revolt against all inherited values—old habits, 
categories and fetishes: 

Ogtaszamy za St. Brzozowskim wielka wyprzedaz starych 
DUDLEC op icedage ss GuzZa DOr .darmoustareslldgyc 76, 


kategorie, przyzwyczajenia, malowanki i fetysze. 


Contrary to "PrymitywiSci do naroddéw Swiata i Polski," 
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Jasieriski's manifesto approved of modern civilization. 
Technology with its economy, purposefulness and dynamics was 
regarded as an art itself. The telegraphic apparatus seemed 
to Jasieriski a thousand times greater as a work of art than 
Byron's Don Juan: 

ieee cohenkiek a JRCesS at 1 el ic Seasmeo 


Sez tlouek a ak gow eagreseteweo., ig vA tah A lee asl 
a Agia Commi ce hht usraate 


Dobra maszyna jest wzorem i szczytem dzieta sztuki 
przez doskonate potaczenie ekonomicznosci, celowosci 
i dynamiki. 
This admiration for the precision and purposefulness of the 
mechanized world was, however, contradicted by his praise of 
illogicality and nonsense. The manifesto called for 
liberation from logic and the rule of nonsense and humour: 
My, futurySci, chcemy wskazaé wam furtke z tego 


getta logicznosci. Cztowiek przestat sie cieszyé, 
DOMLEWAZEDLZESt ate Si CesSDOdzZaewaC. ellcus4 se sn ole 


_POTOP CUDOWNOSCI I NIESPODZIANEK. NONSENSY 
TANCZACE PO ULICACH. 


Surprisingly, Jasieriski completely disregarded purely aes- 
thetic questions in "Do narodu polskiego." His neglect was 
intentional, for he was to apply these general assumptions 
to the arts in his next manifesto. 

"Manifest w sprawie poezji futurystycznej" (A Mani- 
festo Concerning Futurist Poetry) was Jasieriski's ambitious 
attempt to provide the Futurist movement in Poland with some 
aesthetic ifoundationss tRirst oftally Jasietiski insisted on 


the autonomy of art, which was regarded as a self-contained 
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process that did not bear any casual relation to life or 
psychology. Art, wrote Jasieriski, is not a reflection and 
an anatomy of a soul (psychology), nor a manifestation of 
our aspiration toward the other world (religion), nor an 
analysis of the eternal problems (philosophy). 

Every work of art, emphasized Jasieriski, is determined 
by its inner dynamics and each component has its value 
precisely in terms of its relations to every other component 
and to the totality: 

Dzieto sztuki uwazamy za rzecz dokonana, konkretna 
i fizyczna. Ksztatt jego uwarunkowany jest Scisle 
wewnetrzna potrzeba. Jako takie odpowiada ono za 
Siebie catym kompleksem sit go sktadajacych, zawdzie- 
czajac ktdérym tak a nie inaczej—tj. z wewnetrznym 
przymusem skoordynowane sa jego poszczegdlne czesci 
w stosunku do siebie i do catoSsci. 
Without using the term "Structure," Jasieriski came very 
close to the structural approach, viewing the work of art as 
a complex, multi-dimensional structure, integrated by the 
unity of aesthetic purpose. Jan Mukarovsky, for instance, 
gave such a definition of structure. 
The mutual relationships of the components of the 
work of poetry, both foregrounded and unforegrounded, 
constitute its structure, a dynamic structure 
including both convergence and divergence and one 
that constitutes an undissociable artistic whole, 


since each of its components has its value ,precisely 
in terms of its relation to the totality. 


Foregrounding meant to Mukarovsky the act of relegating the 
communicative function to the background and the expressive 


to the centre. Foregrounding in poetry, according to 
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Mukarovsky, is carried against two norms, that of the 
Standard language, and that of the traditional aesthetic 
canon. 

Similar insistence on novelty as the necessary quality 
of art characterized "Manifest w sprawie poezji futurystycz- 
nej." Jasieriski was convinced that the core of artistic 
value lay in divergence from the prevailing tradition: 

Nie wolno w r. 1921 nikomu tworzyé i konstruowaé 

Care Gk ecOomczynitousiem juz kiedys przed mim, |. . . 

Tworce kazdego obowiazuje to wszystko, co zastat + 

ten cudowny nowy skok, ktdéry artysta kazdy uczynié 

musi w prdédznie wszechswiata. 
He was merciless even in regard to Futurist art; the 
achievements of Italian Futurism were for him outdated. 
Consequently Polish poets, starting in 1921, did not intend 
to repeat what was done in 1908. 

Distinguishing poetry from the other arts, Jasieriski 
drew an analogy between its use of words on the one hand and 
the use of shapes in plastic art and of sounds in music on 
the other. Poetry, stressed Jasieriski, is a verbal eigiy 
SinGewagwOLrd sis itS basic material. —Both aspects of the 
word, the phonetic and the semantic, are equally important 
COsDOS Ly. 

Stowo jest materiatem ztozonym. Oprd6cz tresci 
dZwiekowej ma jeszcze inna tresé, symboliczna, 
ktora -reprezentuje, a ktdérej nie trzeba zabijaé 
pod grozba stworzenia trzeciej sztuki, ktéra nie 
jest juz poezja, a nie jest jeszcze muzyka 


(dadaizm). 


As for Futurist poetry, it should reject syntax and grammar, 
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but preserve a perfect composition; in other words allow a 
"Maximum of dynamics with a minimum of material." Jasietski 
called for the destruction of the sentence, regarded as 
incidental composition joined by the weak glue of petit- 
bourgeoise1ogic..) ltashould. be replaced by the condensed and 
consequent juxtapositions of words, not restrained by any 
rules of syntax, logic, or grammar: 


PRZEKRESLAMY ZDANIE JAKO ANTYPOEZYJNY DZIWOLAG. 


Zdanie jest kompozycja przypadkowa, spojona 
jedynie stabym klejem drobnomieszczanskiej logiki. 
Na jego miejsce—skondensowane, ostre i konsekwentne 
kompozycje stdéw, nie krepowanych zadnymi prawidtami 
sktadni, logiki czy gramatycznosci. 


As to the subject matter of the new poetry, 1c should 
reflect the changes taking place in society, and speak of 


the city, the crowd, and the machine: 


PROeC she wea, | eaamay Za aCe lean Kets Our ec 
Jest Wreigeecezen yom ie Ome 2 Ome merle Vosetit 
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Jasieriski wrote two more manifestoes. The LUGS ty 
"Manifest w sprawie krytyki artystycznej" (A Manifesto 
Concerning Artistic Criticism), called on all authors to 
become critics of their own writings, while the second, 
"Mafiifest w sprawie ortografji fonetycznej" (A Manifesto 
Concerning Phonetic Spelling), proposed orthographic reform 
to make spelling simple and phonetic. 


Although far from being a coherent aesthetic theory, 
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Jasienski's manifestoes provided Polish Futurism with a 
constructive programme. But despite the insistence on 
total originality, the programme launched in Jednodriuwka 
futurystuw was in many ways similar to those of both 
Italian and Russian Futurism. The antagonistic and un- 
CONPEOMLSINGg=anti~mtradirtionalism, the cult of civilization, 
the search for new forms of artistic expression--all these 
elements of Jasieriski's manifestoes were to be found in 
those of the Italian and Russian Futurists. It will be 
instructive to examine these earlier manifestoes and note 
the striking Similarities, which far outweigh the points 
of difference. 
The initial manifesto of Italian Futurism, 
"Fondazione e manifesto del Futurismo," written by Filippo 
Marinetti in 1909, repudiated all authorities and all 
established standards, social, ethical and aesthetic, 
directing its strongest attack toward the cultural and 
iaSdGhat bets (epee eheaveheye 
E dall'Italia, che noi lanciamo pel mondo questo 
nostro manifesto di violenza travolgente e 
incendiaria, col quale fondiamo oggi il Futurismo, 
perché vogliamo liberare questo paese dalla sua 
fetida cancrena di professori, d!archeologhi, di 
ciceroni e d'antiquarii.15 

Similarly, the first Russian manifesto, published in 1912 


and bearing the characteristic title, "A Slap in the Face of 


Public Taste," declared the past "too narrow" and the Russian 
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Academy and Pushkin "more incomprehensible than hieroglyph- 
ics." And if Jasieriski considered Mickiewicz too narrow- 
minded and Stowacki incomprehensible, this Russian manifesto 
was for "throwing Pushkin, Dostoevskii, Tolstoi and others 
from the steamer of modern times": 


Tpouyioe TecHO. AKanemunA u TywKuH HeNOHATHEee 
THEPOTJINOOB. BpocuTsb IlywkKuHa, LTOcToeBcKoro, aye 
CTOrO, H Npouw. H NMpow. c Mapoxona coBpeMeHHOCTH,. 


In addition to proclaiming a complete break with the 


"stifling past," Marinetti announced the cult of modern 
civilization and technology: 
Noigcanteremoele grandi folle agitate dal TAVOLO, 
dal piacere o dalla sommossa: canteremo le maree 
multicolori e polifoniche delle rivoluzioni nelle 
_Ccapitali moderne; canteremo il vibrante fervore 
notturno degli arsenali e dei cantieri incendiati 
da violente lune elettriche; . . .1/ 
Marinetti continued in this vein in "Manifesto tecnico della 
letteratura futurista" in which he advocated a "lyric obses- 
Sion with matter." The new poetry was to discover the 
activity of matter, and to sing of the instincts and sensi- 
tivity of ores, stones and wood. But the only way to grasp 
the essence of matter was to rely on intuition, not on 
intellect or logic: 
Le intuizioni profonde della vita congiunte 1l'una 
all‘altra, parola per parola, secondo il LOLbOsnascere 
illogico, ci daranno le linee Soren o di una psico- 
logia intuitiva della materia.18 


The manifesto glorified illogicality and disorder: 


Siccome ogni specie di ordine 6 fatalmente un 
prodotto dell'intelligenza cauta e guardinga bisogna 
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Orchestrare le immagini disponendole secondo un 
maximum di disordine. 


Here we encounter the identical contradictions that were 
present in Jasieriski's manifestoes—the cult of technology 
aS opposed to the cult of intuition; the fascination with 
pornenocern Civilization and with the earlier times when 
primitive instincts supposedly held sway; the admiration for 
the precision and accuracy of the mechanical world along 
with the appeal for illogicality and nonsense. ~° 

But it became obvious to Marinetti, as it was to 
Jasienski, that a change in subject matter and a reliance on 
intuition could not carry Futurist poetry very far, and that 
the revolution would have to be directed into the field of 
poetics as well. Thus his "Manifesto tecnico della lettera- 
tura futurista” called for the abolition of traditional 
Syntax, elimination of punctuation and the repudiation of 
metrics. Adjectives must be discarded since they drag and 
introduce unnecessary nuances. Verbs must be used in the 
infinitive only for a faster speed. And nouns must be 
juxtaposed freely with one another to show the analogies 
between different phenomena. Punctuation, a corollary of 
syntax, must be abolished and partly replaced by mathematical 
and musical notations. And rigid metric schemes must be 
repudiated in favour of free compositions of words, to which 
Marinetti gave the term "parole in liberta,"™ 


An identical concern for the innovation of poetic 
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form was expressed by the Russian Cubo-Futurists who Ererm Ly 
believed that genuine novelty does not depend on content but 
on form. Their second manifesto, opening the second volume 
of Sadok sudei (A Trap for Judges), formulated a detailed 
constructive programme of "new principles of creation." 
Chief among these were: disregard of syntax and of all 
grammatical rules, rejection of orthography and punctuation, 
recognition of the role of prefixes and suffixes, enrichment 
of the poetic vocabulary, abolition of traditional rhythms, 
and finally, and least important, the introduction of new 
themes. The Russian Futurists elaborated the theory of the 
"word as such," understood as a self-sufficient entity, not as 
a means to convey ideas and emotions. The word had been too 
long in chains by being subordinated to meaning, argued 
Aleksef Kruchénykh in "Novye puti slova," and the task of 
Futurism is to free it from this traditional subserviency to 
meaning: 

AcHoe WH pelwMTeNbHOe TOKasaTeENbBCTBO TOMY, UTO FO 

CHX NOp CJIOBO 6HVIO B KaHTamax ABJIAeTCA ero NOOYWMHeEH- 

HOCTB cMHCJIy. flO CHX NOp MHI yTBepxoanw ,MbICNb DUKTyeT 

3aKOHH CJIOByYy, a He HaO6o0poT". MH yKa3sanuv Ha DTYy eS 

OuMOKy H Taw CBO6OUHHH ASHIK, 3AYMHHM uw BCeNeHCKHH. 
The word is broader than meaning, he insisted, and urged 
the creation of a trans-rational poetry or "zaum'," formed 
exclusively on the basis of sound with a total disregard for 
meaning: 


MHICJIb HU peUb HE yCneBaWT 3a THepexuBaHHAMM BOOX- 
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HOBCHHOTO, MOSTOMY XYROMHUK BONeH BHDAaRAaTBCA 

He TOMBKO OOMMM AS3HKOM (TOHATHUA), HO HM ZMUHHM 
TBOpel MHIMBUNyaneH), MW ASHKOM, He umMewmuM ompe— 

AHE€NEHHOrO 3HAaYeHMA (HE SACTHBIUM), SQAYMHHM. O6mutt 

ASHK CBASHBACT, CBOOORHHH NOSBONAeT BHpasUTECA 

mMomHee. 23 


A similar postulate to free the poetic word from 
meaning was forwarded in "Gga: Pierwszy polski almanach 
futurystyczny," which also advocated the abolition of 
grammatical forms, spelling and punctuation. The latter 
requirement was also repeated by Jasieriski in his "Mani- 
fest w sprawie poezji futurystycznej." Like their foreign 
counterparts, Polish Futurists were convinced that the 
elaboration of a new poetics was one of the most important 
tasks of Futurism. But in comparison with the detailed 
programmes of Russian and Italian Futurism, the Polish 
programme was quite vague and Ponce 

So far in our comparison of the theoretical pronounce- 
ments of Polish, Italian and Russian Futurism, we have 
concentrated on the aesthetic programmes. But the Futurist 
movement sprang out of a certain interpretation of extra- 
artistic reality. The Futurists regarded art not as an 
independent value, but as a means to change the complex of 
contemporary life. Depending on the conditions where the 
movement developed, as well as on the Hpererisars she served, 
each Futurist school determined the function of art ina 


different way. 
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In the case of Italian Futurism, the emphasis was on 
violence and militarism. Violence, cruelty and injustice 
were pronounced the necessary ingredients of art—"no 
masterpiece without aggressiveness": 


Noi vogliamo cantare 1'amor del pericolo, 
l'abitudine all'energia e alla temerita. 


LieCoraggiro;, s audacia,~ata ribellione, Saranno 
elementi essenziali della nostra poesia. 


War was considered the only "health giver of the world"; 
hence the slogan to extol militarism, patriotism and the 
destructive arm of the Anarchist: 
Noi vogliamo glorificare la guerra—sola igiene del 
mondo—il militarismo, il patriottismo, il gesto 
distruttore dei Liupertari wale belle idee per cui si 
muore e ijl-disprezzo della donna. 

Marinetti's militarism and nationalistic discipline 
were completely foreign to Russian Futurists, who had begun 
aS spokesmen of anarchist Eesadlony, but progressed towards 
revolution. When the October Revolution took place, Futurist 
poets declared themselves on its side and proclaimed their 
art "the left front in arts" and themselves "the drummers of 


n27 wa ulitsu futuristy, barabanshchiki i 


the revolution. 
poéty!" exclaimed Vladimir Maiakovskii in "Prikaz po armii 
iskusstva," and this slogan of the artists going to the 
streets suggested the necessity to bring art closer to the 
people. 


Bruno Jasieriski, who insisted that art must be "mass, 


-democratic and common," had much in common with Mafakovskil, 


| rie ~ aie 1 Eee e aN 

; f 4 ; , is Ls a. iaeaey 
: | a Re ol a 4 
; iz r3 +) ¢ek, ue) 
© sad bei _ 


| < 
: Tm «> § ob tet, ea. Pelee 
7 Og ere ah ELAewons eA ee 


: 


iL) reas D 
ae sitisbin, aa Bes 


rat 
er 


ust ohne 


28 


though the Pole emphasized the entertainment value of art 
rather than its educational function, so important for the 
Russian. Jasieriski's lack of concern for a definite social 
programme was characteristic of the Polish Futurists, who, 
by comparison with their Russian and Italian counterparts, 
were the least determined and the most abstract in their 
enunciation of desirable social changes. 

Some of the contemporary Polish critics, however, 
considered Futurism a manifestation of "bolshevism," a 
"purposefully destructive work laying the foundation for the 
revolution." After the publication of Nuz w bzZuhu [sic], 


Wierzbiriski wrote in the newspaper, Rzeczpospolita: 


nNuzewebzZuhu taecroskis te Widniaty niedawno na 

murach Warszawy, krzyczaty do przechodniéw z wyzyn 
ogromnej ptachty papierowej, zadrukowanej ptodami 
nfuturystow", czyli tak zwanych przez siebie ,poetdéw", 
ptodami cuchnacych wyziewdéw Nalewek i Bolszewii. 

Nie sq to wolne i niewinne zarty, nie sa objawy 
procederu sui generis literatdéw, uprawianego dla 
zarobku—lecz celowa planowa a chytra robota 
rozkvadowae. +.3: 

Futurism also brought strong criticism on itself from 
the respectable literary critics. Karol Irzykowski wrote an 
article "Plagiatowy charakter przetoméw literackich w Polsce," 
accusing Futurism of unoriginality and plagiarism. A multi- 
tude of artistic movements, in his opinion, appeared in 
Poland unexpectedly and without the justification of their 


own development. The reliance on foreign models secured for 


them from the beginning a level of maturity that would have 
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otherwise required a long period of development on native 
ground: 


A to, co sie dzis u nas wyroito ze wszystkich 

stron jak chrzaszcz na wiosne, czué byto z daleka 
plagiatem. Stwory te przychodzity zbyt niespodzie- 
wanie, bez uzasadnienia i bez rozwojowej potrzeby— 
znajdowaty sie od razu na pewnym stopniu wyrafino- 
wania, jakiego sie nie da osiagnaé bez dtuzszych 
prob i poszukiwarni... Ludzie, ktérzy sami z siebie 
nie byliby wpadli ani na dadaizm, ani na fucuIaizm, 
nie maja prawa do nagladownictwa i powinni byé 
raczej tylko ttumaczami i wiernymi poSrednikami 
nowosci zagranicznych. 


Stefan Zeromski, a famous Polish WEeLter, alsomcritireized 
Futurism for copying foreign Tdeologicaljand artistic 
attitudes, instead of taking up great social issues: 


nNowina", ktdéra jakoby ,wali juz kolbami mauzerd6w" 

do wszystkich okien i drzwi—jest to snobistyczna 
nowinka, literacka formutka, PEzent esi onanzeksiazek 
polskich wraz z catym aparatem niezbednych akcesoridéw 
najczySciej cudzoziemskich, ges PecOoawieceliteracki 
nkierunek" oczytany juz, ograny, porzucony przez 
tameczny snobizm i zwalczony przez kierunki nowe. .. 


30 
The charges of unoriginality, as we have seen, were 
tO a great extent justified. The aesthetic programme of the 
Polish Futurists in many ways coincided with the programmes 
of the Italian and Russian movements. The Polish poets were 
not, however, merely copying the flamboyant Futurist slogans 
automatically, but attempting rather to evolve a relevant 
aesthetic theory. They did not succeed in evolving a full- 
blown aesthetics but they did formulate a number of proposi~ 


tions that were later used by their Successors, especially 


by the Cracow Awangarda. 
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But the formulation of a new aesthetics was only one 
of the merits of Futurism. Its most important contribution 
to the development of Polish literature was the elaboration 
of new forms of poetic expression. It is difficult to agree 
with the opinion of Helena Zaworska that the poetic practice 
of Futurist poets was less interesting than their theoretical 
programmes. ~* 

To prove that it was otherwise will be the task of 
the next chapters, which investigate the Futurist quest for 
a new poetic language. The emphasis will be on the poetic 
experiments of Bruno Jasieriski, who utilized all possible 
means to renovate the poetic language—euphony, neology, 


colloquial vocabulary and syntax, as well as new rhythms and 


metaphors. 


CHAPTER 11 


THE POETRY OF BRUNO JASIENSKI AND THE FUTURIST 


QUEST TO RENOVATE POETIC LANGUAGE 


When in 1923 Bruno Jasieriski wrote his "balance" of 

Polish Futurism, "Futuryzm polski (bilans)," he boasted that 
the Futurist movement in Poland originated as early as 1914 
with the publication of the poems of Jerzy Jankowski, a 
"tragic forerunner and the John the Baptist of Polish 
Futurism": 

Jeszcze niezadtugo przed wojna, w roku 1914, 

tragiczny zwiastun i Jan Chrzciciel futuryzmu 

polskiego, Jerzy Jankowski (autor ,Tramu w popszek 

ulicy"), straszyit publicznosé polska wierszami 

rozrzuconymi po czasopismach — pierwszy polski 

futurysta w znaczeniu wtoskim. 
Jerzy Jankowski's first Futurist poems were, indeed, pub- 


lished in 1914, 


but the true development of Futurist poetry 
took place in the years 1919-1921. The year 1919 saw the 
publication of Jerzy Jankowski's Tram wpopszek ulicy [sic] 

(A Tram across the Street) and of Anatol Stern's Pucuryz je 
(Futureses [sic]), followed by Tytus Czyzewski's Zielone oko: 
Poezje formistyczne, elektryczne wizje (A Green Eye: Formist 
Poetry, Electric Visions). In 1921 several books of individ- 
ual authors were prepared for publication, among them Bruno 
Jasieriski's But w_butonierce (A Boot in a Buttonhole), 


Stanistaw Mtodozeniec's Kreski i futureski (Strokes and 


-Futuresques [sic]), Anatol Stern's and Aleksander Wat's 
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NieSmiertelny tom futuryz (The Immortal Book of Futureses). 


Despite obvious dissimilarities due to the individu- 
ality of each poet, all the above-mentioned books shared 
some characteristics stemming from adherence to the Poet St 
programme , > which presupposed renovation of poetic language 
as a prime goal of the new poetry. Renovation of poetic 
language was reflected on all levels of their poetry. On 
the level of sound it meant a rich voxrchestration," with a 
particular interest in consonant instrumentation. On the 
lexical level it presupposed an orientation towards neology 
as well as prosaisms and vulgarisms. In HeGareeto syntaceit 
led to the maximal condensation of a sentence, based on 
frequent usevof ellipsis. = Finally, it included experiments 
with new rhythms and rhymes, as well as with new types of 


metaphors.” 
EUPHONY 


"Orchestration," or the manipulation of the sound 
quality,> has always been regarded as an integral part of 
the poetic process, but Futurism attached to it a special 
importance. The Italian Futurists were fascinated with 
expressive sounds, understood as a direct imitation of 
physical sounds (direct onomatopoeia), or as the expression 
of subjective responses to external conditions (indirect 


onomatopoeia) .° The Russian Futurists focused their 


SZ 


acvegteiLon Onesound «patterns, playing with the repetition of 
identical or associated sound qualities. Consonant instru- 
mentation became their favourite poetic device.’ 

For the Polish Futurists "orchestration" meant the 
use of both imitative sounds and sound patterns. Contrary 
to their theoretical statement, Polish poets remained 
Par thebuletosthesdenmtceron onomatopoeia. Czyzewski's poetry 
is a treasury of onomatopoeia imitating the sounds of birds 
and animals. Stanistaw Mtodozeniec' onomatopoeic formations 
were not restricted to individual words; in some cases they 
comprised whole stanzas or even poems. In "Moskwa" (Moscow) 
the ringing of church bells reverberates throughout the poem. 
The cumulative effect of the words "tu" and "tam" is to 
transmit the sound of bells. But at the same time it 
expresses the poet's longing for Moscow—he is simultaneously 
"here" and "there" (these are the original meanings OL "tue 
and —"tam"); 

tu-m czy-m ta-m? 
tam-tam TAM — 
TU-M — — 
tam-tam TAM tam-tam-tam TAM 
tU=Melu—M 
czy-m tam-tam? tam-tam? czy-m tam? 
TAM-M? TU-M? 
czyli-m tam? — jezeli-m tam to i tu-m 
TUM- TUM 
aitamai tum — — — 
Oj-ja JJAJ tam ai tu-m — 
LO=Mei gtam Tum 


Tums 


Like their Russian colleagues, Polish Futurists were 
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extremely fond of consonant instrumentation. Their poetry 
abounds with consonant alliteration, based on the repetition 
either of a single consonant or of a SLOUREO besounds = Aneto. 
Stern's "Nimfy" (Nymphs), for instance, introduces allitera- 
tion b, p, 1 eet: 

wabio balwieza baby oblane ponsem 

i muwio my sie boim czy nuz nas nie potnie 

ana to balwiez szczerzacy plomby ztotne 

ja gole baby tylko swym blondynnym wasem 
The function of alliteration in Stern and Mtodozeniec did 
not go beyond sound ornamentation. Bruno Jasierski carried 
alliteration one step further and developed "semantic 
alliteration," in which the euphonic effects were strength- 
ened by semantic Ame between phonetically similar 
words. +? He was not concerned with sound as a means of pure 
ornamentation; the sound patterns were of interest to him 
only if they suggested new, unexpected POSSibilitivesmor 
semantic associations. To be sure, there are examples of 
phonetic experiments in Jasietiski's poetry thabedO motaget 
beyond mere sound repetitions, but they are relatively rare. 
One has to search for verses like: "nosze Stary szeregiem 
nieruchome, nakryte/noga przy nodze." More often the 
function of consonant alliteration is to create an onomato- 
poeic effect. The accumulation of the sibilant consonants 
and the repetition of krz in the poem "Morse" transmits the 
harsh noises of the city: "styszy stdéw roznogwarych nieus- 


-tanny szum,/szyk skrzyzowanych krzywo krzykéw — kling i 
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klangor," The repetition of the word "dzwon" (bell), which 
Carries an onomatopoeic effect in Ltseli;, creates the 
impress ton=of ringing» oe ls "in "dzwony dzwonity i w dzwonach 


ich krzyk nikr,"?1! 


PeesiouLldabpe: noted that onomatopoeia was 
very seldom used by Jasieriski; he was faithful to his 
declaration of breaking away from onomatopoeia, understood 
as the actual imitation of physical sounds: 
Zrywamy raz na zawsze z wszelkim opisywaniem 
(malarstwo), ale z drugiej strony z wszelkim 
onomatopeizowaniem, naSladowaniem gtos6w 
przyrody itp. niesmacznymi ¥skwizytami pseudo- 
futuryzujacego neorealizmu. 

The distinguishing feature of Jasieriski's euphonic 
devices is the emphasis on the interrelation between sound 
and meaning. One such device is paronomasia, a play on 
words with similar sounds but different meanings. in 
“"Marsylianka" (Marseillaise), for example, Jasieriski 
introduces a metaphor "gdzie przeptyw w portach liZe barki 
barek," where "barki barek" means "barges! barks." And 
again, in the opening lines of "Do futurystdéw" (To the 
Futurists) the paronomastic effect is created by juxta- 
posing two similar names, Platon and Plictyn, and by 
introducing a pun on the name of Charlie Chaplin: 

JuZ nas znudzili Platon i Plotyn, 

i CharlievChaplin if czaryvezapel— 

rytmicznym szczekiem wszystich gilotyn 


pisze ten apel. 


The pun is based on the phonetic Similarity between the 
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Polish words and the foreign name, exactly the same as in: 
Poezjo! Utrzymanko eleganckich pandw! 
Anemiczni, nerwowi, bladzi masturbanci! 
Precz! Chce dzis stawié czarnych, ordynarnych chamdéw, 
co nie potrafia France'a odrdédznié od francy! 
The title of Jasieriski's first book But w butonierce is a 
play on words; "butonierka" (buttonhole) starts with exactly 
the same sequence of sounds as in "but" (boot) , which might 
Suggest the semantic affinity between them. Despite phonetic 
Similarity there is no semantic relationship between them. 
Another device often used by Jasieriski in order to 
show the contrast between sound and Meaning is the juxta- 
position of words that brings out the potential anbaguityeot 
identical word components: 
ktOSy na wtOSy bOSo na rOSy 
z brUZDy na brUZDy jAZDy bez UZDy 
stOrice uLEwa zaLEwa na LEwo 
nha LEwo na LEwo na LEwo prOSTo 
OSTy na mOSTy krOST wodorOSTy 
tuPOTy koPYT z toPOTem oPADt 
OPADIBieiOoPOMigtoPOl TEPOTE 
The words are grouped here on the basis of their phonetic 
affinity; they share a certain sequence of sounds, while on 
the semantic level there exists a diversity of meanings. 
This phenomenon might also be described as "false etymology" 
Since the similarity of the phonetic structure of the words 
creates the impression of their etymological affinity. 
Jasieriski's "false etymology" is often combined with 


a tendency to impose the meaning of one word on another and 


‘to create a metaphor. In "Na rzece" (On a River) the word 
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"dola" (fate) gains a new value in relatvon, tomidolina" 
(valley), and "czoto" (forehead) in relation to "czuzem" 
(THESTE) : 

na fale fal len na leny lin 

nieczutem czotem czutem 

odgdolivdolingdoetido lin 

zaniosto wiosta mutem. 
And: again, in “Psalm powojenny" (A Post-War Psalm) the 
meaning of the word "Zelazny" (iron) is imposed on the word 
"Zaluzje" (shutters): "Spuszczaja z ciezkim hukiem zelazne 
zaluzje." 

Jasieriski's concern for the semantic values of 
phonetic devices brings him close to the poets of the Cracow 
Awangarda, who were real masters in the semantic interpreta- 
tion of sound similarity. Compare these examples from 
Julian Przybos: "Z jaka taka swoja WO lemd d CZ CuO eee C 7aer 
na polach nie przestawat rzepolié."29 

Jasieziski's fascination with "false etymology" is 
probably most apparent in his compound rhymes where the 
homophony of the words is contrasted with the semantic 
difference: "zza grud/zagréd," "przednim/przed nim," "nastu/ 
nas tu." As a result, a single multisyllable word like 
"przednim" looks like a composite of two words, "przed" and 
"nim." The poem Stowo o Jakubie Szeli is overloaded with 
such rhymes: "grzyw dym/krzywdy," "kop z kim/chtopskim," 
"zyw da/krzywda," "uznasz/w6z nasz," "“fabryk/bab ryk." 


Rhymes, in general, provide us with the most 
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interesting material iMustratingsdyasienskis attempts to 
renovate the poetic language. Besides the traditional 
perfect rhymes, there are innumerable examples of approximate 
rhyme, of assonance and consonance. Jasieriski's first 
collection of verses, But w butonierce, is dominated by 
perfect rhyme: "bemole/stole," "jesiennosé/kamiennosé," 
"niedbata/umiata." Jasieriski tries to avoid grammatical 
rhymes; they are the easiest to find, since their sound 
identity results from the use of the same inflectional 
endings. In "Marsz" (March) the rhyme "“pobiegty/cegty" 
contains a verbal form confronting a noun, while in "biata/ 
przelicytowata" an adjective is juxtaposed to a verb; in 
"kantem/chryzantem" the two nouns differ in case and number. 
Agrammatical rhyme confirms the thesis of the necessary 
presence of two elements in rhymes, similarity and dissimi- 
fanity : 

Rhyme introduces the expectation of repetition, 

e.g.-, the maximal type of similarity, and at the 

Same time, the expectation of surprise, i.e., of 

dissimilarity. 
Similarity results from phonetic recurrence, while dissimi- 
larity might occur on the grammatical level, as seen in the 
variety of grammatical suffixes in the above examples, or on 
the lexical level. In Jasieriski's poem "Pogrzeb Reni" 
(Renia's Funeral) rhymes sanctified by Gracie tGn pesuch eas 
"ksiezyc /e"tabedzie,."” ofiotki" -are juxtaposed with very 


‘prosaic words like "prezyé," "obtedzie," "stotki." A similar 
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semantic relationship characterizes rhymes in "Do futurystdéw" 
in which "rokoko" and "poetycznogci" from the lexicon of art 
are contrasted with the medical term "gonokok" and with a 
harsh neologism "wkrosci." 

Even rhymes based on tautology reveal subtle semantic 
differences. In the poem "Marsz" the word "krew" (blood) 
appears four times in a rhyming position, and each time the 
meaning of it varies, depending on the context: 

CO ce men CO ce tem ZY sue EKrOW le 


Hapa sew KaDLa. el SCicie.) 4 drzew. 


REZY Kee POplOch es aWiosy. | Drza « 
KLewn. eNekiwiw.meracinies UKrwia.s. 


Tu, I or br na rekach | Krew. 

Bydto! Dranie! Scierwy! Psia krew! 
INetNemeltrstaverse “krew" 164 metonymy; it describes the 
blood-stained body, not just the blood. The tautological 
rhyme "krew/krew" juxtaposes the word "krew" with an idio- 
matic phrase "psia krew," a common swearword in Polish, 
where it has lost its proper sense. 

Perfect rhyme, however, did not satisfy Jasieriski, 
who was searching for new forms, and he turned his attention 


to assonance and consonance. Assonance as used by Jasieriski 


is based on the alternation of the inner consonants: "roz- 


pedzie/gatezie," "goraczce/pieniadze," or on the alternation 
OLethesrinalsconsonants: "zabim/Skriabin, @ "listach/pisat," 
"ostrych/ostryg." In the former instance, the alternation 


‘is usually between voiced and voiceless consonants: 
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"koncercie/rzedzie," "udra/jutro." In the case of the final 


consonant assonance, the juxtaposed sounds are often the 


sonants m, n, r, 1: "rozen/morzem," "gumien/umiem," "migat/ 
dzwigar," "biegat/zegar," "wiater/Swiatem," "stolikiem/ 
Pikhie ret 


In most examples of consonance the alternation occurs 
between the unstressed vowels, as in: "przelezé/czelusé," 
“"Zlepek/epok," "kobiet/obiad," but there are also instances 
of consonance with the Gace of the stressed vowels: 
EpSteei/rvger "odpuScié/nieprawosci," Efrancuscy/biascy." 
The most common is the change between the vowels a vand e: 
"dzisiaj/lisie," "cezekam/mlekiem," "pozarz/nozem," "kotlet/ 
pobladi." 

Jasierski's innovations in the field of rhyme are 
particularly noticeable when compared to the rhyming tech- 
nique of his contemporaries. The majority of the Skamander 
poets followed the rhyming tradition of Mtoda Polska, which 
demanded a complete identity of all sounds, starting from 
the stressed syllable. It is true that there were attempts 
to abolish this rule. One recalls the use of assonance by 
Tuwim, or the juxtaposition of feminine rhymes with masculine 
in Iwaszkiewicz, but such deviations were not widespread. !° 

Surprisingly, many Futurist poets were also attached 
to traditional rhyme. Jankowski utilized perfect rhymes in 


most of his poems published in Tram wpopszek ulicy; the same 
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was true for Czyzewski's book Noc — dzieri. More innovative 
were the rhyme schemes in Stern and Mtodozeniec. Mtodoze- 
niec' "Piesn o morzu" (A Song of the Sea), for instance, is 
based exclusively on the use of aSsonance and consonance: 
pEwrot/nurt," "stéw/stup," thuk/Slub,™hand "otworzyt/morza," 
"upatom/cato," "batwanéw/rumiana." In Stern's poetryenost 
of the examples of assonance have the alternation between 
the inner consonants: "upalny/palmy," "gwiazdy/plastry," 
"ptaki/flagi"; his consonances repeat the consonants and 
change the vowels: Pdudntato/citata,s "cieleta/Swiety," 
"Swiecie/Swicie," ESny AS niva" 

The culmination of Jasieriski's experiments in the 
phonetic stratum are his two poems "Wiosenno" and "Na rzece," 
in which the sound becomes a dominating element in the poetic 
Structure. An elaborate sound pattern occurs in "Na rzece": 

© trafy tardéw zyrafy raf 

ren cere chore o rece 

na stawie ta wie na pawie staw 

o trace tren terence, 
The alliteration raf in the first verse is reinforced by the 
repetition of the sounds t and y. The second verse is 
dominated by fourfold repetition of the sequence re, as well 
aS an anagram "cere/rece." It also has a peculiar phonetic 
framework, the verse beginning and ending with the same 
sequence of sounds rence. In the third verse each consecu- 
tive sequence repeats the sounds from the word "sStawie," and 


the whole verse alternates the vowels asandse.e Finally, the 
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last verse introduces the alliteration tren; thus’ reinforcing 
the alliteration pattern of the initial verses. The sound 
pattern of this stanza is achieved with the help of the 
extolimgevocabulary, buteit issonly the sound-expressiveness 
of the words that is important, not their meaning. On the 
semantic level, there is no meaningful relation between 
words; even if we regard "Zyrafy raf" as a metaphor, the 
juxtaposition of the words "trafy taréw" and "ren cere" is 
completely nonsensical. The same process takes place in the 
remaining verses of "Na rzece," in which the paranomastic 
pattern overshadows the meaning. We could, however, speak 
about an allusion to meaning in the poem as a whole, which 
results from an accumulation of semantically related words 
evoking a certain image. The poem might be read as a 
description of the movement of water stirred by an oar, 
because of the recurrence of words from the same semantic 
Ereld= eS pluski jaa wilostobryzgiseeitale, Le"wiosta,m all 
BelerringstOpasriverse Such an@interpretation istalso 
suggested by the title of the poem, "On a River" as well as 
by its beginning, "na rzece rzec ce na cerze mrze." This 
allusion to meaning does not contradict the supremacy of the 
phonetic stratum in "Na rzece"; eueiraty is an underlying 
principle of the poetic structure and therefore the poem 
could be described as "zaum'." Jasieriski never went as far 


as Russian "Zaumniki," who postulated the creation of a 
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trans-rational language formed exclusively on the basis of 
sound with a total disregard for meaning. Kruchénykh's 
poems consisted of arbitrary combinations of sound, divorced 
from meaning: 
30K 30K 30K 
10 10 10K 
TIM TIM 
mp Gp po pga 
WE WE INE 
KH KH JIK M 
6a! 6a! 6a!t® 
His famous "dyr bul shchyl," composed of analogical meaning- 
less sound sequences, was supposed to express the Russian 
soul much better than all Pushkin's poetry./ 

The only Polish Futurist who practised this extreme 
version of trans-rational poetry was Aleksander Wat. His 
"Namopaniki," a name he gave to his trans-rational poems, 
were based on the phonetic aspect of the word with a disre- 
gard for semantics or logic. The dominating structural 
device of his "Namopanik Barwistanu," for instance, is 
alliteration, introduced in the title itself. The sounds 
barw are repeated in the poem endlessly either in a sequence 
of four or as a repetition of individual sounds: 

baarwy w arwah arabistanu wrabacaja wracabajq 
poowracaja racaja na baranah w ranah jak na narah 
araba han, abraam w myrrah z bramraju wybieera nab 
bogawe narrawe byh nad boogawotami boogo watami 
trombowali barwiotacze oracze barwiotucze obrucze 
barwotecze obrecze , , ,18 


The poem consists almost entirely of neologisms, diversified 


‘in their structure and semantic CONNOCaALLOnNSs First of all, 
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there are neologisms formed as arbitrary combinations of 


sounds deprived of any meaning: "arwah," "narah," Men pe 


awilkcOby.0" = A great number of words are derivatives from 
common roots, but vague in meaning: "barwiotacze," "pyszana- 
wah," "“bogawe." Finally, existing words are transformed ~ 


into neologisms by a slight difference in spelling: "bara- 
Nahe ubaarwy,™ " poowracaja," “wybieera." Despite the 
clear meaning of these words, as well as the obvious semantic 
Value of a few standard words, such as "araba," TODLeCZe 
"czary," the poem as a whole is obscure. Its meaning is 
overshadowed by a phonetic pattern which dominates the 
poetic structure. One interesting aspect of this phoneti- 
cally-dominated composition of words is its So Mieiecliait yaa O 
the sounds of a foreign language. The accumulation of the 
consonants r and h, the repetition of vowels, as well as the 
introduction of some exotic words, such as “aver aevens Wig ieh@u shy 
"arabistan," create the impression that the poet is actually 
rendering the Arabic language. 

This technique of rendering foreign languages by 
means of trans-rational poetry was a widespread tendency 
among the Russian Cubo-Futurists. Kruch&énykh and Kamenskii 
imitated the sounds of Turkish languages in "Khosmochai" and 
"Konstantinopol'"; Khlebnikov attempted to restore the proto- 
slavic language. 


In Polish poetry similar attempts were made by Julian 
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Tuwim, whose Stopiewnie successfully imitated the melody of 
foreign languages. His "Ballada starofrancuska" depicts 
sounds of French, "O mowie rosyjskiej" conveys the softness 
and melodious harmony of Russian, "Wanda" seems to restore 


Old Slavic forms. +9 


Tuwim's "Stopiewnie" bears witness to 
thesimpacts Ofethe Futurist theory of word autonomy on modern 
poetry; a non-Futurist poet like Tuwim became fascinated 


with the phonetic aspect of the word and produced "Zaum'" 


poetry based on euphonic effects. 
LEXICON AND SYNTAX 


"Orchestration," that is, manipulation of sound 
qualities, was one of the means used by Futurists to renovate 
poetic language. Equally important in this regard was a 
tendency to renovate the poetic lexicon, which presupposed 
the use of neology as well as opening the door to colloqui- 
alisms and augmentatives. 

Neology was considered a very effective means to 


"disautomatize" language*° 


and it was postulated by Russian 
Futurists in their first manifesto, "Poshchéchina obshchest- 
vennomu vkusu": 
MH IIpHKa3SbIBaeM UTHTb MpaBa MOSTOB Ha yBesIMUeHHe 
CNOBapA B ero O6bemMe NPOWUSBONBHBIMH MH MPOHSBOUHEIMU 
CHhOoBaMH (CNOBO — HOBLIeECTEO). 
Russian Futurists were unsurpassed masters of neology. 


Maiakovskii introduced more than two thousand neologisms, 
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varied in their structural and stylistic functions. *2 
Khlebnikov's fascination with neologisms is widely known, 
thanks to his poem "Zakliatie smekhom" (Incantation by 
Laughter), which consists almost entirely of newly-coined 
derivatives from the root smekh: 

O, paccmMeuTecb, cmexaunu! 

O, 3acmMenHTecb, cmMexaun! 

WTO cCMelnoTCH cMexauamMu, UTO CMeCHHCTBYNT CMeAJIBHO, 

O, 3acmMeuTecb ycmeanbHO! 

O paccMelmMm HAaQCMeAJIBHBIX — CMeX yCMeHHEIX 

cMexauen ! 
O, HCCMeHCH paccMesxJIBHO CMexX HanCMeHHEIX 
cmMexauen! 23 

The analogical interest in derivatives was character- 
istic of Futurist poetry in Poland. The Nag Om tyror 
neologisms invented by Aleksander Wat or Anatol Stern are 
derivatives from a common root. In Wat's "Zywoty" (The 
Lives), for instance, there are a number of derivatives from 
the root pton: 

i kosujka ptonac tak i ptomyki ptomierx 

rozpitonecznionych bezptonieé doptonaé, doptonaé, 

pitonacze i ptonaczki sptonacy ptomiericzarze 

biatouscie! daj biatousciech! Gdzie 

kosujka ptoneta ptomieniem ptonacych pion?24 
Stanistaw Mtodozeniec' neologisms are also mostly derivatives 
with the emphasis on the inner derivational opposition 
between the roots and the affixes. Most neologisms in 
"Futurobnia," for instance, are denominal verbs, whose 
tension arises from the juxtaposition of a noun or adjectival 


root with a dynamic verbal suffix: "upapierzaé," "poemacié," 


"skieszenié," "ligcié," "nozkowaé," or "taskawicze," 
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"serdeczniejac," "podserdecznia." A similar process takes 
place in neologisms like "umojony," "“odmojony," "siebiepew- 
ny," where the pronoun forms are transformed into adjectives. 
The tension between two components occurs in the compounds 
"ksiegodajca," "mojobytnia," “nogoszybce," where the existing 
word is combined with a neologism; as a result the compound 
itself acquires a touch of novelty: 

uchodzone umySlenia upapierzam poemace 

i miesiecze kaszkietujac ksiegodajcom by zdruczyli 

skieszenitem 

ksiegostalnia kolejujac porozwszechnia wzdaleczenia 

niewieSciatko z dtugowtosia Zrenicuje umojone 208 

strofowania 

Mtodozeniec' neologisms, as a rule, preserve a clear meaning, 
thanks to the presence of the semantically univocal roots, 
as well as to the subordination of the neologisms to the 
morphological and syntactic rules of Polish. 

In contrast with predominantly word-derivation neology 
practised by Polish Futurists, Jasieriski's neologisms are 
based on compound formations; compounds constitute three- 
quarters of his neologisms. The majority of newly-coined 
nouns are compounds that unite two nouns or an adjective 
with a noun with the aid of the linking vowel Oty Hehe em 
szal," "oknoramy," "parkocien" or "cichoptacz," SCcrchno las 
"ztotogtéwka," "ztotozamki." Compounds also predominate 
among the adjectival neologisms, as in "miekkostopi," 


"smagtoSliska," "nizkodacha." The word "egzokwintny" belongs 


‘to the Same group; despite the shortened forms of both its 
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components, it is not difficult to read it as a compositum 
of two adjectives, "egzotyczny" and "wykwintny." The non- 
compound neologisms "kolny" and "rozlSniewny" utilize the 
adjectival suffix -n-, as in BoDlewnyy wore szko Inve t 

More diversified is the structure of the verbal 
neologisms; most of them are denominal verbs that transform 
a noun into a verb with the help of the suffix =Owiec, 
sometimes together with the affix Za-: "kotowieé," "zmysto- 
Whe wert tot kowr1ec .! and "Zalistowie¢é," "zaechowieé." This 
Slightly different verbal suffix (the typical one is -owaé 
as in "Zartowaé," "pracowaé") brings in some freshness and 
Originality. This is especially noticeable in a form such 
as "zakotowieé," where the suffix ~owieé changes the verb 
"zakotowaé" into a neologism. The productive verbal suffixes 
are utilized in the neologism "wkrogcié sie": Woeclo maT 
eWile2 Cece Os as ein "poscié." Verbs "oszaleé" and "recho- 
taé" are changed into the reflexive: "niech sie Pani oszali" 
and "az rechoce sie serce." Two neologisms "poezowia" and 
"poezawia" seem to underline the difference between the 
perfect and imperfect verbs. The foreign name of a dance 
(two-step) is given verbal affixes Cen eta et Osmakesit 
sound like a Polish word "zatwostepié"; note that cWO= 71s 
pronounced here as in "twoja," not as in English "two." 

eon the point of view of their stylistic function, 


the majority of Jasieriski's neologisms have a concrete, 
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non-metaphorical meaning. The words 
or "“oknorama" refer to very concrete 
feature of the object being included 
"tangoszal" is a shawl that is being 


"parkocieri" is shade in a park. The 
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"“tangoszal," "parkociet" 
Ob jects, ethe additional 
in the second component: 
worn to dance the tango, 


original neologisms 


“ofutrzony" and "zakrepiony" function as epithets describing 


the Ob ,ects: "ofutrzonyeszorer™ is’ a 


driver wearing a fur 


coat, while "zakrepione ulice" suggests that the streets are 


creped. 


Some of the neologisms, however, are used in a 


metaphorical sense, mostly in the case of verbs; "zatwostepia 


latarnie" suggests that the street lamps are going to dance, 


while "storice w niebo sie wkroSgci" transmits an image of the 


sun, which will "pimple" into the sky. The Original neolo- 


Gictim Urzeraz aes a Metaphor representing horror. The 


expression "tak mojo," formed by contrast to the idiom 


"nieswojo," very successfully depicts the poet's feeling of 


happiness. 


On the whole, Jasienski's innumerable neologisms are 


conventional, formed in agreement with the rules of Polish 


grammar. Jasierski did not invent any new morphemes or 


disobey the rules of phonology. Owing to the prevalence of 


compounds, which are widespread in modern POLS, eis 


neologisms lack the touch of novelty 


and originality.~°® 


Far more striking in their novelty were prosaisms and 
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augmentatives, used abundantly by Jasieriski. The first 
attempts to lower poetic language were made by the Skamander 
poets, who gave it a strong infusion of prosaisms and 
colloquialisms. The "democratization" of POCU Celts course 
was continued by the Futurists, who in fact replaced the 
elevated poetic diction by everyday language. 

Jasienski's contribution in this field was immense. 
He utilized all the resources of the standard language— 
lexicon, phraseology, syntax, intonation—and in this way 
elevated the everyday language to the heights of poetic 
discourse. The impact of colloquial language on his poetry 
was probably strongest on the lexical level. The unpoetic, 
common vocabulary, including such words as "karetka," 
"nosze," "piwnica," co-exist with such colloquial expressions 
as "puscié sie," "rechotaé," "zrobié burde," "zezowaé na 
ksiezyc," as well as with vulgarisms like "szlagon," "cieci," 
"zreé." In some of his poems the most repulsive epithets 
are accumulated in order to describe the repugnant inhuman 
life of the city lumpenproletariat: 

O ekstatyczny titumie zarty przez syfilis! 

Zaropiate, cuchnace, owrzodzone bydto! 

Kiedy w czarnym pochodzie nade MmneaesiGeschylisz? 

Wszystko mnie juz zmeczyto i wszystko obrzydto! 
This stanza comes from "Zmeczyt mnie Jezyk" Mye Tongue: Tired 
Me Out), the poem which in many ways coincides with Julian 
Tuwim's "Wiosna" (Spring). Both poets present the city as 


governed by sexual impulses. In "Zmeczyt mnie jezyk" the 
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crowd "throngs like a huge Snake, impregnating the big- 
bellied, fat-breasted bitches" (Trum czZzarny przewala jak 
olbrzymi waz/zaptadniajac brzuchate, ttustopiersgne samki). 
In "Wiosna" the spring turns people into animals and their 
animal-like behaviour is indicated by the terms "samiec" (a 
male animal) and "samica" (a female animal): "I poczna soba 
samcéw czestowaé samice": 

Wiosna!! Hajda! — peczniejcie! MTrujcie sie ze sromu! 

Do szpitaléw gromadnie, ttuszczo rozwydrzona! 

Do kloak swe bastrzeta ciskaj po kryjomu, 

I znowu na ulice, w jej chwytne ramiona!!!2 
Hundreds of bastards will be born, writes Jasietiski, and the 
fate of these children is predicted by Tuwim: "throw your 
bastards to the sewer." Venereal disease Spreadsemcurning 
the city into a "monstrous Pinple) teculloteerestening, 
stinking, ulcerous people." Significantly, both poets use 
the most augmentative language to describe the crowd, which 
in Jasierski is "black and coarse boors" (Chce dzis stawié 
czarnych, ordynarnych chamdéw!), and in Tuwim: "ragtag and 
DOU td lim DStLOkabta hotota), "rampant rabble" (tituszcza 
rozwydrzona). 

Common phraseology, idiomatic expressions, stock 
Sayings and proverbs were other sources of Jasieriski's poetic 
discourse. The description of a cold and miserable night in 
"Miasto" (City) is founded on two common sayings, "deszcz 
leje jak z cebra" (it is raining cats and dogs) and "psa 


wygonié szkoda" (one would not even chase a dog out): 
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Noc zimna. 

Lia. 

Przejmujaca. Czarniawa. Chtodnista. 
Nie widaé ani ZdZzbta, 

Deszcz leje,,jak z cebra, 

Na rogu policjant-statysta 


Bebni po ceracie woda. 

Nea Zeneme nd Zt tee aC Gach Nact. oraz sc 

WO Cleetere 

Eh, czas!! 

Psa wygonié szkoda! 
Other proverbial constructions function as lapidary comments 
on events: "tez diabet dat to" expresses a feeling of 
a¥ssatisfaction, while: YWamie Ojca i Syna" underscores a 
moment of fear. 

But Jasieriski was not content with merely using 
unchanged phraseological expressions. He also reinterpreted 
them, and in so doing reactivated them and gave them new 
Pile mete expression e'p6jS¢ do nieba" (to go to heaven) 
acquires humorous subtleties by specifying the exact 
direction: "prosto Marszatkowska pdéjdziemy do nieba." A 
common saying "izy na rzesach" (tears on one's eyelashes) 
is comically transformed into "tzy na wasach" (tears on one's 
moustache). More sophisticated are Jasieriski's attempts to 
bring a new meaning to an idiom, or to restore the original 
meaning tO an idiomatic expression. The literal meaning is 
restored to the idiomatic expression "zapieraé dech" (to 
take away one's Dbreath) by linking it with the action of the 


wind: "wiatr zapierat w piersiach dech." The same process 


occurs with the metaphor "gruzy szczerza zeby Slepych okien," 
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based on the literal meaning of the phrase "szczerzyé zeby" 
(to show teeth), not on its idiomatic connotation "to laugh." 
And in the metaphor "juz mySli jak kobiety wala sie z nogr 

an abstract concept is animated—the Choughts' falimort 
their feet." 

The influence of colloquial language on Jasieriski's 
morphology and syntax is best seen in his poen “Marsz." “The 
poem contains the ungrammatical, colloquial inflections of 
an uneducated laundress or seamstress: 


Panna. Ptacze: — Ida. Na wojne. 
ok es MiCde se lakie. §Przystojne. — 


Instead of the correct plural form of the adjectives refer- 
ring to masculine personal nouns, "tacy mtodzi, tacy przy- 
stojni," the colloquial form is used: "takie miode, takie 
przystojne." Direct speech continues in the verses "Ech Dye 
Byto. Mtodych. Mam!" based on elliptical CONnStruction sso 
characteristic of spoken language. Ellipsis is the under- 
lying feature of the whole poem; a Single word replaces a 
whole sentence in: "Praczki. Szwaczki. Okpzy ka ee hWila tks 
or “Ludzie. lLudzie. Skiebienie. Potok." The words are 
somehow freed from syntactic Subserviency. They function as 
independent entities. 

The poem successfully reproduces the intonation of 
spoken language: 

COM stem CO sts a LE ZY sss mR CEW cree 

Hdapiage.e Kapila. Liscies § 2 drzew. 


— Pusécie! PuSsécie! Pusécie! Ja nieechce! — 
Kurz. Ktebem. W zebach. &echce. 


wl: 


*‘otos BS 1sSOSt" BES Togaore Eas 
+ ? = ae 
Olea 4" fant crinea B94 Nk ae ba) 
re BD | Z(IO.A4 ’ 7 
a Co. E - 7 = 
an svienet  faigp 
? an = ¥ a& 
’ 4 4 
‘ ‘ 
« SLUR 
fis { = « id 
i \ : 
> 2 © - 
es aregt tis, ae ies ie ii as 
5 maa? ex | 62 _ =e \ = t ia i HE “9 3 waa hry ae = 
Li 


sexe Tere , LESBSWSE G temunailt : 


cs es bt : a 7 
ot tes ant: ".so90% .oloebgnae. Rei a gaa 
q - n : Lae ‘ ea | fa 
F a 7 : ~ =" ; 


aa es ee ee cal ; 


ms 


All the cadences and habits of common Speech are here: the 
rising intonation of a question, elliptical constructions 
and short emphatic words. Some of the words are repeated: 
"PuSécie! PuSsécie! Pusécie!" Others, such as "nieechce," 
are rendered phonetically. 

The same influence of colloquial language on poetic 
discourse distinguishes Vladimir Maiakovskii's poetry. 
Maiakovskil, more than any other Russian poet, was respon- 
sible for the transformation of the highly conventional 
poetic language into everyday language. He renovated the 
lexicon and phraseological stock of Russian poetry by intro- 
ducing common words and augmentatives. He opened wide the 
door for colloquial morphology and Syntax, characterized 
by the frequent use of elliptical constructions and the 
omission of conjunctions, prepositions and pronouns. *8 

Maiakovskii's renovation of poetic language impressed 
Jasieriski very much and the Polish Futurist attempted to do 
the same in regard to Polish poetry. In doing so, he often 
relied on the Russian Futurist's model. The extent of 
Maiakovskil's influence on Jasieriski will be discussed in 


the next chapter. 
METAPHOR 


LnelL922einvthesthirdtissuetot Zwrotnica, Tadeusz 


Peiper wrote: 
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Poezja dzisiejsza drga cata od zamieci metafor. 

Nigdy przenoSnia nie byta Sgrodkiem artystycznym 

tak faworyzowanym jak dzisiaj.2 
These accurate remarks from "Metafora teragniejszogci" were 
the starting point for the introduction of his theory 
identifying the poetic language with the use of the metaphor. 
Peiper regarded the metaphor as a basic form of poetic 
expression because of its two salient features: anti-realism 
and economy. First of all, the Metaphor transforms 
existing reality into a new poetic Teolity mececondivemthc 
transformation is achieved with a minimum of artistic means 
because the metaphor assumes a condensed expression. 

Peiper's article clearly illustrated the aesthetics 
of the Cracow Awangarda, who regarded the metaphor as the 
best means to remove the literalness of poetic language and 
to transmit Spontaneous lyric emotions by the rapprochement 
of the object with poetic denominalization. 

The reconsideration of the function of a metaphor was 
undoubtedly Awangarda's most important contribution to the 
development of modern Polish poetry. However, some attempts 
in this direction had already been made by the Futurist 
poets. It was primarily the economy of the metaphor that 
attracted the attention of the Futurists. "Manifest w 
Sprawie poezji futurystycznej" called for "a minimum of 
material with a maximum of dynamics," and the metaphor was 


an ideal form to amplify the meaning without necessarily 
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increasing the amount of verbal Space required. The Futur- 
ists never developed the theoretical foundation for the use 
of metaphor but they readily utilized it in their poetry. 
The widespread use of metaphor is especially characteristic 
of two Polish Futurists, Bruno Jasietski and Anatol Stern. 
Stern's adherence to metaphor was noticed by Kazimierz 

Wyka, who entitled his article "Z lawy metafor" (From a Lava 
of Metaphors). Quoting Stern's poem "Kobiety wySnione," 
Wyka writes: ". . . such an alloy, such a lava of metaphors 
appears everywhere in 'Futureses,' and still predominates in 
‘An Angelic Boor!,"29 The underlying feature of Stern's 
Metaphors is their strong biologism, which endows the whole 
Surrounding world with the characteristics of living organ- 
isms. Nature is often described in terms of the human body; 
inanimate objects are animated; even technical objects share 
the properties of the human world. In his metaphors Stern 
eliminates the antinomy between the animate and the inani- 
mate, between the imaginable and unimaginable: 

Krétkie spiecia termin6éw i pojec, ktdére dotad nie 

spotykaty sie ze soba, oraz zderzenia catych zakresd6w 

pojeciowych sa tak niespodziewane, ze miewaja sens 

nadrealistycznej niespodzianki. Aczkolwiek podstawa 

LCnenie jest irracjonalna ah SEAS IASOUEN lecz 

wymySina i intelektualistyczna. 
Indeed, he comes close to Surrealism in his unusual linking 
of words, but contrary to Surrealism, his metaphors are 
products of the intellect, not of the irrational or COinci= 
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The only other Polish Futurist equal to Stern in the 
nse of sere evharas was Bruno Jasieriski, whose mature POCEry=1s 
highly metaphoric, Jasieriski's metaphors are diversified in 
their formal structure with a predominance of the substan- 
tive, verbal and adjectival. Many of his substantive 
metaphors are on the borderline between metaphor and simile. 
It has been generally accepted that the simile compares two 
essentially different items and indicates the comparison by 
Such terms as 'like' or "as," whereas metaphor is an implied 
analogy which identifies one thing with another. Terence 
Hawkes observes in his book Metaphor: 

wee akwhere metaphor assumes that the transference 
is possible or has already taken place, simile 
proposes the transference and explains it by means 
Ofeterms Such as “like," "as if."33 

Many of Jasieriski's juxtapositions of words COuldenot 
be univocally determined; formally they might resemble a 
metaphor since they lack the typical simile indicators 'as' 
or ‘like,' while semantically they are closer to a simile in 
that they compare two things rather than identify one with 
another. A typical form on the borderline between metaphor 
and simile is a rhetorical equation which combines two nouns 
with the help of the copula jest or a conuamation of two 
nouns without any syntactic subordination. The juxtaposition 
of words in "maty cztowiek jest centralna rozSpiewana 
stacja" (a small man is a central Singing station), or in 


"noc — cudowna znachorka" (night—a miraculous quack), 
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"mMiasto — fabryka ludzi" (city—a factory of people) does 
not lead to the emergence of a new meaning; there is still a 
clear demarcation between the two contexts. The same is 
true for the substantive metaphor linking two concrete nouns 
in a genitive construction like "jabtka lamp," "klomby 
ryméw," "strumyk jezdni." A basis for these constructions 
is the similarity of both objects; the shape of a lamp 
resembles the shape of an apple, the busy street produces a 
noise similar to that of a torrent. In all cases the 
duality of meaning is preserved. 

A totally different effect is achieved by juxtaposi- 
tion of an abstract noun with a concrete one based on 
divergence rather than on analogy. Such combinations of 
words as "Sstrachu tuman" (a cloud of fear), "“kwas bezsen- 
noSci" (acid of insomnia), or "morze wyObrazni" (the sea of 
imagination), create new shades of meanings, clearly distin- 
guished from the meanings of their components. The unexpected 
linking of words having no logical relation with each other 
becomes the foundation of many of Jasierski's metaphors. 

Very distant semantic concepts are often juxtaposed 
in a metaphor by connecting a concrete object with an 
abstract notion: "tyzka ciepta, kochanogci" (a spoon of 
warmth and love), "podszewka z krzywdy" (lining made of 
harm); by attaching a concrete epithet to a general concept: 


"wiatr obleSny i lepki" (smooth and Sticky wind); or by 
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linking a general concept with a concrete actions Uskowyt 

sie wspinat" (a yelp was climbing), "otrzasam zto$é" (I shake 
my anger). The juxtaposed words evoke such diverse and 
contradictory associations that they forbid the formation of 
a clear image. Not referring to an observable world these 
metaphors are autotelic; hence unimaginable and visually 
inconceivable. 

In Jasieriski's poetry the verbal metaphor is as 
frequent as the substantive one. Jasiertski prefers to use 
the intransitive verb which is metaphorical in relation to a 
subject, as in "siadty smutki" (Sorrows sat down), "chodzi 
cisza" (silence walks). As a rule the Subgectarseerther 
animated or personified, but sometimes an inanimate thing is 
changed into another thing, as in "stowa dezqgimthzenocza" 
or "domy rozlaty sie." The words behave like flags: they 
"flicker," while the houses are linked with the flood: they 
"spilled." A change from one thing into another also occurs 
in metaphors utilizing the intransitive verb in relation to 
an indirect object, though such a metaphors as Enikteciinie 
plunie kula w twarz" (no one will spit a bullet in your 
face) is very rare in Jasieriski's poetry. 

The transitive verb, although less frequent than the 
intransitive one, also occurs in his metaphorical expressions. 
It is usually metaphoric in relation to both the Subject and 


the direct object, and it animates the Subject and changes 
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one inanimate object into another: "pdétmrok my$li wygnat" 
(twilight chased out thoughts), "noc zniosta ksiezycowe 
jajko" (a night laid a moon egg). Likewise, the transitive 
verb is often metaphoric in relation to a direct Obi ect. sin 
"ztosé otrzasam jak drzewa z Szyszek" the abstract notion 
"anger" acquires the features of a concrete object, the poet 
"shakes his anger like the cones from a tree." 

Most of Jasieriski's verbal Metaphors describe accom- 
plished actions; he prefers to use the past or present tense, 
but there are instances of the use of the future tense, 
though in such cases the action always promises to be 
completed: "rozsypiecie sie morzem wielobarwnym pstrym" (you 
will scatter [like] the sea, multicoloured and mottled), 
"przeleje sie mé6j krzyk i miastem wstrzasnie jak dZwigar" 

(my cry will spill and shake the city lake¥aggirder):, 

The third big group of Jasierski's metaphors is the 
adjectival metaphor in which the adjective implicitly changes 
the noun it qualifies. The metaphoric use of the adjective, 
like the verb, implies the Change either from abstraction to 
personification: "przerazone noce" (horror-struck nights), 
or from thing to person: "Strofy pijane rytmem" (stanzas 
drunk with rhythm), seldom a transformation fromething sto 
thing as in "aksamitne rece," "zamszowe powieki." The last 
two examples border on simile since they suggest a comparison 


rather than a new quality; "velvet hands" Suggest hands soft 
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as velvet, "suede eyelids" compare the eyelids with suede. 

The metaphoric use of the adjective is characteristic 
of Jasieriski's mature poetry; in his early poems the adjec- 
CEverrunctrons aca merely descriptive epithet. He was 
especially fond of triple constructions epithet-epithet- 
object.) | In "“Ipecacuana"” we find, for example, "oczy wkleste, 
takie ogromne, dalekie" (eyes, sunken, so huge and distant)r, 
"dtugie, btekitne SevASewe  ush@isi, je ikbts eyelashes) 7) "biate, 
zamSzowe powieki" (white, suede eyelids), Pduza oliska 
Sarkoma" (big, slimy sarcoma), "smutna, niebieska pani" 
(sad, blue lady). 

Most of Jasieriski's metaphors result from the juxta- 
position of two items, but some of the verbal metaphors are 
transformed into metaphoric sentences based on a number of 
phenomena. A description of the rain in Piesx o gtodzie is 
achieved by a number of metaphors bringing together two 
contexts, that of a city and of a cry: 

Krople czarne, malerikie, natretne 

wyrzucone z krwia razem z powrotem 

Z00.UC 

po czarnej pooranej szynami twarzy 

Sptynety tzami tramwajdw. 
The equation of rain drops with nee menet which "flow on the 
face plowed with rails" refers to the same sphere of associ- 
ations, and this uniform organization of secondary associa- 


tions produces a suggestive metaphor. 


This technique of introducing several metaphors, all 
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referring to the specific feature of the described object, 
was also utilized in the long poem "Miasto," where a night 
city is described by a Sequence of metaphors involving 
dancing street lamps: 

Na skrecie ulic 

Lampy migoca. 

Lampy. Lampy. Lampy. 

WySsypaty zza wegta taricuchem. 

Biate. Oszalate. 

Biegna gdzies, uciekaja gdzies, leca parami 

Uli cani.gs bulwanamis. 


Przeleciaty Sfemiele SZybka, stulica 

Nad zziebnieta ogtupiata Ubvea. 

Zarzucity tyse gtowy 

na bakier. 
TResentire part six of the poem is an expanded metaphor 
personifying the lamps. Pieyeqather fom a meeting, xcun 
through the streets and avenues, and dance... Sut it is a 
very desperate dance. 

Indeed, as we turn to the content of Jasierski's 
metaphors, we notice a desperation so keen that even Nature 
is degraded and depoetized by metaphors setting up vulgar 
associations. The cosmos itself becomes the object of 
struuaerdee attack. The moon is identified with a gonococcus, 
"ksiezyc — gonokok," the sun with a pimple, "jedno storice 


Sie wkrosci," The night resembles a drunken woman: "noc 
pijana od szampana i warg," "noc miata piersi wypukte." 
Nature is endowed with animal features, as in "dziex zdycha 


na zachodzie" (day dies in the west), "zorzy czerwone ozory" 


(the dawn's red tongues), "rozdziawiona paszcza nocy" (the 
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night's gaping jaws), "skomla drzewa" (the trees whine). 

On the whole Jasieriski characterizes Nature rather 
meagrely, confining himself to the more general aspects—the 
times sof the day, the seasons, the sky, and only occasional ly 
Specific trees and flowers. For him Nature is primarily the 
urban landscape, the landscape that could be seen from the 
window of a city apartment. His urban metaphor, as a rule, 
animates the city, either by juxtaposing the city with a 
part of a human body or its organs, as in "tetnice ulic" 
(streetstvarteries) , “gardto ulicy" (street's throat), 
"brzuch miast" (stomach of the cities), or by endowing it 
with the qualities characteristic of the faving world: 

"ulice kitaniaty sie" (the streets were bowing), "a czarne 
S$ciany rosna" (the black walls are Growing). ‘Some of the 
urban metaphors, however, convey a vivid description of a 
city by linking the elements of a city with inanimate 
objects, as in "oceany ulic" (the oceans of streets), 
"“strumyk jezdni" (roadway's stream), "sahary miast" (the 
streets' Saharas). 

Many industrial metaphors are constructed in the same 
way: "“oczu semafor" (eyes' semaphore), "kinematograf szprych" 
(cinematograph of spokes), "ziemi propeller" (the earth's 
propeller). Animation of machines is found in rare instances, 
Such aS "pociag szyby okien chustka dymu czyS$cii" (a train 


was cleaning the windows with a cloth of smoke). Frequently, 
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Nature is endowed with the properties of concrete material 
objects, as in "nieba asfalt" (sky"{s*asphalt) = "bilacha 
storica" (the sun's tin plate), "piatyechodnikechnmur™ (a 
Sidewalk of clouds). 

Surprisingly, there are very few metaphors based on 
the analogy between man and the machine, so popular in 
Futurist poetry. A few instances of such metaphors appear 
in the poem "Morse" which identifies man with a telegraphic 
apparatus: "kazdy z nas to aparat systemu Morse" (each of us 
is a relay station), "maty cztowieczek jest centralna 
rozSpiewana stacja" (a small man is a central Singing 
eeationie 

A content analysis of Jasieriski's metaphors reveals 
the poet's reliance on technology and urban life. As 
befitted a Futurist, Jasieriski turned to the life of the 
city where he sought relationshivs and identities shocking 
LieCiClEetHCOMgGruury ye shes basedshic metaphors on earthy, 
concrete objects, rather than on abstract concepts so 


popular with the poets of Mtoda Polska. 
PROSODY 


One of the striking features of Jasierski's poetry is 
the frequent use of traditional metric forms. Contrary to 
the Futurist slogan to repudiate metrics, Jasiertski is still 


attached to regular rhythmic structure. All three basic 
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systems of Polish prosody are represented in his poetry: the 
syllabic, the accentual and the Ssyllabo-accentual. At the 
Same time he boldly experiments with vers libre. 

The first volume of Jasieriski's poems, But w butonier- 
ce, is very characteristic in this cegard, salmostuhalft “the 
poems being in the traditional metric Pattern, thesrest: in 
free verse. The syllabo-accentual system predominates in 
this collection, especially one of its Lilnabye toric =the 
anapaest. The poems "But w butonierce," "Rzygajace posagi" 
and "Trupy z kawiorem," among others, are almost classic 
examples of the four-foot anapaest with the caesura after 
the seventh syllable and with the constant hypercatalexis in 
the: caestra fand*in the! clausula cf every seven dine. seine 
verses are divided into quatrains with alternating AbAb 
rhymes: 

Alé te/raz, jédnak/zé,//niéch sie Pa/nimeosza7 ia 

Nawét 16/kaj dréwnia/ny//juz Sémié/1a site Smiéé... 

Dzis bedzie/my po par/ku//na wy$ci/gi biega/1i 

Iona taw/ki pada/li,//zadysza/ni nai Smiéré. 

Such a regular rhythmical pattern has, nevertheless, its 
shortcomings. It creates a monotony of rhythm that reminds 
one of the music of a hand-organ. To avoid this pitfall 
most of the poets consciously break down the regularity of 
the rhythm by diversifying the line-length, by shifting the 


stress and by eliminating the caesura in certain verses. 
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This is also done by Jasierski, who intentionally 
introduces certain deviations in rhythm into his anapaestic 
poems. In "Rzygajace posagi" (The Vomiting Statues), for 
instance, the rhythmic variations are achieved by inserting 
additional stresses, by Shortening the line, or by Shitting 
the caesura. The third stanza starts every line with a 
"heavy foot.' Besides the regular stress on the third 
Syllable, there is an additional stress on the first one: 

Pani dzi/siaj, ddépraw/dy,//jést klasycz/nie... 

niédba/ta... 

Pani, kté/ra tak zim/nd//gra serca/mi w cerceau, 

Taka sztyw/na I dim/na...//t3k cudow/nieé umia/ta 


Nawet pus/cié sié z szy/kiém//po trzéch szkitach/ 


curacao. 
The regular alternation of fourteen and thirteen syllable 
verses is broken by the introduction of a shorter line, as 
in "I napiera sie gtogno cacao-choix," which is shortened by 
two syllables. The elimination of the last syllable before 
the caesura in "Co Srody/ I piatkY//w Pani bia/tym salo/nie" 
produces an amphibrach instead of an anapaest. 

Besides anapaest, many other syllabo-accentual forms 
occur in Jasieriski's poetry. The dactyl is used for a poem 
"Zarazeni" (The Infected), in which the threesroot lines with 
the catalexis ep the clausula alternate with two-foot lines: 

Twarze O/brzekté, zrd/piate X/ duzé 


Récé béz/ksztattné jak/ z pnia 
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Noca przy/bici na/ krzyzach swych/ t026ék 


w mece czé/kamy dnia. 


The iambic and trochaic rhythms are chosen for "Marsylianka" 


and "Deszcz," respectively. "Marsylianka" has the rhythm of 


the five-foot iamb with the caesura after the fi tthesy llable 


and with a hypercatalexis in the clausula of every even line. 


Thewvambic® rhythm ve occasionally deranged by the omission 


of stress or by the replacement of the iambic foot by the 


trochaic: 


nié bé/dé wié/céj// sta/wit zad/nej z dam 


ani/ jéj i/mié// w Spiéw/nych strd/f£ach pies/cit 


Odkad/ Ujrzatém// cie/ raz pier/wszy tam 


w tym dziw/nym nig/dy// 
"Panienki w lesie" (Maidens in 
the four-foot third paeon with 
foot and with the catalexis in 
occasional deviations from the 
last two lines of each stanza, 


replaced by the trochaic ones: 


nie/ widzia/nym mies/cieé 

a Forest) is a model using 
the caesura after the second 
eachs firsteandslast) dine. The 
pacon1i cerhythneoccunman the 


in which the paeonic feet are 


Zalistowiat/ cichdésénnié// w cichoptaczu/ cichdlas, 


Jak chodzity/ nim panienki,// piérwosnianki, / 


ww ~ = ~~ 
ekstazerki, 


Kotysaty/ sie, schylaty,// rwaty/ grzyby/ w 


bombonierki, 


Atitasowe/ Zditte/ grzyby ,// té, co/ résna/ tylko raz. 


In comparison with the wide use of syllabo-accentual 
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verse, syllabism and accentual verse are rather infrequent 
in Jasieriski's poetry, but there are poems utilizing one of 
them. "Matki" (Mothers) has the rhythm of thirteen- 
syllable verse with a caesura after the seventh syllable, 
while "Ipecacuana" and "Marsz" represent verses with three 
and four accents, respectively. 

The use of the traditional metrics was also character- 
istic of other Polish Futurists. Jankowski's collection 
Tram wpopszek ulicy contains many syllabic poems, notably 
"Z knajpy" and "Tram wpopszek ulicy." The syllabo-accentual 
forms dominate Mtodozeniec' Kreski i futureski; iambic rhythm 
is used in "Okrzyki," the trochaic in "Przyspiew," and the 
Ppacona ceinGrxkwieko 

The occurrence of traditional systems of versification 
in Futurist writings is understandable in view of the fact 
that prosody still reigned in Cwentleth—century Polish 
poetry. Accentual verse was just in its prime. Kasprowicz' 
Ksiega ubogich (The Book of the Poor), the first complete 
volume demonstrating the triumph of the accentual system, 
was published in 1916; many young poets such as Wierzynski, 
Iitakowiczdéwna and Tuwim tried to exploit the possibilities 
of this new system. Syllabo-accentual verse was cultivated 
not only by the epigones of Mtoda Polska, but also by such ° 
talented poets as Staff and LeSmian and the Skamander poets. 


Syllabism also had a tremendous vitality. It survived the 
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invasion of other systems and was still floumishing yin the 
Skamander poetry of Iwaszkiewicz, Wierzynski and Lechonv. OF 
course, there were sporadic attempts to acknowledge the 
values of free verse, like Stonimski's "Zycie i S$mieré" or 
Iwaszkiewicz' "Do Dionizosa," but the Felon ,Oofsetnestradid—) 
tional metrics was unquestionable. 4 

The situation changed drastically after the rise of 
Zwrotnica, uniting young Cracow POSES Searching, for new 
forms of poetic expression. The problem of vers libre was 
at the centre of their attention and they eagerly investi- ._ 
gated its possibilities in relation to Polish poetry. 

Tadeusz Peiper and Julian Przybos were the most outspoken 
exponents of free verse. But if they were unanimous in 

their belief in the primacy of this form over the CLacsavenal 
versification, they disagreed as to the structure of free 
verse. 

Peiper espoused sentential verse totally dependent on 
Syntactic structure. The verse division was to endorse the 
Syntactic order. The rhyming clausulas were to emphasize 
the pauses between the sentences or the independent syntactic 
elements. The stanzas were to make apparent the nonce on 
of the discourse. 3° 

Przybos' version of free verse assumed the dependence 
Of verse on intonation, not on syntax. Instead of following 


Syntactic divisions, verse should be a means of reinterpreting 
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the relations between words. Punctuation should be an 
important structural element, making apparent the poet's 
reinterpretation of a sentence. °° 
Both versions were fully elaborated in the theoretical 
statements as well as in the poetic practice of the Awangarda 
poets. Awangarda is rightly given credit for the establish- 
ment of free verse in modern Polish poetry ,>/ but the efforts 
of some Futurist poets in this regard should not be over- 
looked. The original and powerful free verses written by 
Jasieriski and Stern paved the way to full becogntacnsof 
Giri Sierorme 
Peeks began to experiment with free verse very 

early: almost half the poems in But w butonierce have free 
rhythm. His vers libre could be described as VSvnGac tam 
Since the verse division is subordinated to the syntactic 
relations within the sentence. The end of the verse always 
coincides with the end of the sentence or the end of the 
independent syntactic phrase, as at the beginning of "Morga" 
(A Morgue) : 

Przyjechali czarna, zamknieta karetka. 

Wniesli cos ciezkiego, nakrytego ptachta. 

Postawili nosze na kamienie. 

Robili rzecz zwinnie. 
The same principle underlines the structure of such poems as 
"Przejechali" (They Ran Over), "Morse" (Morse) and "Zemby" 
(Teeth). Only occasionally is this harmony disturbed to 


Carry over the phrase to the next line: 
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to po prostu ubrany w miekki pless 

aparat 

systemu Morse. 


Maryleztowiek, Jadacy Er anagem 

prowadzacy na dansingu tango 

WeSC eCentralnasrozcptewana stacja 

stéw szybujacych z Swistem w powietrzu, jak Diiki, 
In both passages, the enjambement occurs in the verses that 
carry the most important idea of the poem: the comparison of 
a man to a telegraph station relaying information sent in by 
the surrounding reality. The violation of the Syntactic 
harmony of the line suggests the unusual Significance of the 
metaphor equating man with the telegraph apparatus. 

Jasieriski's free verses without regular metrical 
Palcerny divers 1 fi edein dame-Wengthyepreserve, nevertheless, 
a certain rhythmical organization that forbids us to Beane 
them as prose. This rhythmical Organization is achieved by 
a number of devices: rhyme, stabilization of the intonation 
pause in clausula, stylistic parallelism and others. 

In "Morga" two-thirds of all verses end either with 
rhymes "biato/stazto," "sieri/ciet," spiwnicy/ulicy" or with 
assonances "latarnia/przepadto,"  Ladtearnia/przystanat.” 

They are not noticeable at first glance since many of them 
are separated by a number of lines. The poem contains many 
instances of stylistic parallelism: the TepeLVeELOnsOr sang Le 


words as well as of word phrases: 


Klucz zgrzytnait w zamku... 
Jeszcze ciche oddalone gtosy... 
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Jeszcze kroki cichnace na GOregre. 
(ee ciesins lis sete jak mySli ...) 
Zostawili SAMA, zupeinie SAMA ... 
Sama jedna na uboczu. 
Certain verses of "Morga" have a noticeable Metric pattern: 
notice the anapaest rhythm in the lines: 
Cog czarné/gd migné/id ... DEZepad/ 10 
Mozé szczur?/ ... MOze cien/ z ui cy 2a 
Jedén Swié/cit 1atar/nid. Proyvsta/nare 
A different type of free verse was utilized by 
Jasieriski in his long poem Piesn o gtodzie, dominated by 
asyntactic verse which cuts the sentence into its components, 
pocord ane to the poet's interpretation. Disintegration of a 
sentence into its components was regarded by Jasieriski as a 
means to introduce new relations and a new hierarchy between 
the words. The following lines from the prologue of Piesn o 
giodzie illustrate this principle of the reorganization of 
the syntactic relations within a sentence: 
w rubryce nadzwyczajnych wypadk6w 
sa mate, niewyrazne wzmianki, 
o Smierciach 
jaki$ niewiadomych ludzi. 
The word "Smieré" (death) is somewhat freed from syntactic 
Subordination. As a part of the direct object it should 
follow the word "wzmianki" (mentions), but the poet assigned 
it a separate line, thus emphasizing its importance for the 


meaning of the sentence. 
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lezato Miasto krzyzem. 
Here the most vital elements of the metaphor, "rekami" (arms) 
and "ulic" (streets), are given separate lines to shockingly 
illustrate the crucified @aleY 

Sometimes the smallest syntactic component acquires a 
Special value; note the emphasis on the conjunction in: 
cztery okna 


i 
trrah! 


The free rhythm of Pies o gtodzie comes close to Przybos' 
model, where verse structure fights against the syntactic 
pattern. But unlike Przybos, Jasierski relies on the use of 
rhyme and assonance, which underline the rhythmic organiza- 
tion of the poem. What is more important, Jasierski's vers 
libre is not altogether free: the basic free rhythm is 
frequently deranged by the occurrence of the regular syllabic 
pattern. The graphic arrangement of the lines is often 
deceiving. A stanza which looks like free verse might have, 
in fact, a distinct metric organization: 

Szli ksieza z kadzidtami, jeden dtugi gest rak, 
L zwiazek literaté6w w cylindrach i krepie, 
cech z choragwiami, 
tuzurkach, 


orkiestra, 
potem ttum sie czarny na rogach doczepiat. 


MN SPH 


Here we have a thirteen-syllable quatrain with the caesura 


after the seventh syllable. The syllabic organization is 


sp) 


et 


- 


mA A 
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strengthened by assonances "rak/orkiestra" and "krepie/ 
doczepiat." 

Both types of Jasieriski's free verse, the syntactic 
and the asyntactic, coordinate verse structure with syntax, 
either by retaining the agreement between the two or by 
Opposing one against the other. But there was also a 
possibility to ignore syntax by PNeErOducInge words at 
liberty," i.e., the words not constrained by any rules of 


Syltax, | Logic oT grammaticalness. ?2 


One (Of the ways to do 
SO was to accept the phonetic composition, based on the 
juxtaposition of words according to their sound analogy and 
not according to their syntactic subordination. This was 
done by Jasieriski in his poem "Wiosenno" where the Shes veneive 
relations are replaced by phonetic Kinship eins teadsotea 
Syntactic unity there is a chain of Single words. The 
Syntactic anarchy is further emphasized by the absence of 
any punctuation: 

TARAS koTARA S TARA raZ 

biAte pAnny 

poezjAnny 

poezOwia poezAwia 

poezYjne poezOSny 

MAKI na haMAKI na sOSny 

roSnym petnowiOSnym rAnem 

Another type of "words at liberty," introduced by 

Jasieriski, was a compositicn of words based on ellipsis or 


alleged ellipsisese in “Marsz, “tor instance, every verse 


looks like a conglomerate of etliptie constructions, thanks 
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to the placing of period marks after each Ssyntactictunit: 
KtoS sie. Rozptakat. kKtos. Bez czapki. 
Gis cle =e kaplavedakegesiec. hLapki. 
Wparku. Z6tknie. Gliniany. Heros. 
Chiopak. Z redakcji. Pali. Papieros, 

The only inconsistency in Jasierski's version of 
acexate in libertad was a noticeable BhViLRiLeeorganlzation 
imposed on these asyntactic and alogical combinations of 
words. The four-accent verse dominates in "Marsz," while 
"Na rzece" has a distinct iambic rhythm. "Wiosenno" comes 
close to syllabic verse by equalizing the number of syllables 
in every line: eight in the first half of the poem, then ten. 
There are also numerous rhymes and assonances. 

More consistent instances of "words at liberty" are 
represented by Tytus Czyzewski's poems "Hymn do maszyny mego 
Ciata" (A Hymn to the Machine of My Body) and "Mechaniczny 
ogr6d" (A Mechanical Garden). The first one Gloraties’ thie 
human body in terms of a complex electro-magnetic system. 
The terms describing human organs are juxtaposed with 
electrical terms without any syntactic subordination. The 
Syntactic ambiguity is intensified by the typographic 
devices: the words of the first stanza are typed in perpen- 
dicular columns, suggesting grouping of the words in such an 
Order rather than the usual sequence in lines: 

krew pepsyna krew 
zotadek serce krew 
pulsuja bija natezone 


zwoje my ch kiszek 
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Among Polish Futurists, Czyzewski was probably the 
boldest experimenter in using typography as an element of 
artistic expression. He employed a variety of typefaces, 
arranged his words vertically and interpolated arresting 
Signs like »—~+———- o1= By inw@eMechanieznyeoqrod' he is 
not content with merely juxtaposing names of flowers, but 


types them in special squares, located on the top of vertical 


lines, that remind us of the flower form: 


Paz | krd6lo- 
wej 
R6éza 
biata Rdéza Bratek 
Pierwio- 
Lewkonja snek 


kwiatek 


Rano Rosa Rdéze 
storice stonecznikilew dalis gdéry 
motyl paz krdélowej zo6ite rdéze 
trawa sie Smieje storice 
Smieje sie Dee janiemogaunadzi cae. 


Jasieriski's experiments with typographic devices are 
restricted to a few poems. In "Wiosenno" the phonetic 
affinity between words is made visual by the. use of capital 


letters for similar sound sequences: 


vite 


otUsi ,42alsogee 


p73 atiev ge a 


fester P2620 us Ew rate 


ool _ cezauge lactones ne noe | 
iy jo <6 babe Sale v4 


~ 
=. 
b 

i” 


i ie ey ” A o. 


Nits ae 


ktOSy na wtOSy bOSo na rOSy 

Z brUZDy na brUZDy jAZDy bez UZDy 

stOrice uLEwa na LEwo 

na LEwo na LEwo na LEwo prOSTo 
Moresinceresting is his poem "Morze" (The Sea), in which the 


word arrangement imitates the sea-waves: 


2 


__~ Sniade ° JOE Bsc 
Miotr, oeaicheo clats *s Reehe ty cane e) Kobi ogg 
StOnoe o hugtato PaSiers stabnac ° ©) Ny 
“© spazmach © ePISCETAY 1 krzyk © GtUsi ors Oo x6 
Sdy o aera fe wodeé o krwia 6 ezarnycho wymi o, St 


krtay > hi © taskotat o Stoneczny © fallus, 42 
This plastic arrangement of words reminds us of Appolli- 
naire's visual art. One thinks of the words arranged as 
falling drops of rain in "Il pleut" and the visual images of 


a necktie and a watch in "La Cravate et la montre. "43 


BRUNO JASIENSKI AND RUSSIAN FUTURISM 


Jasieriski's most important contribution to the 
development of Polish poetry was, undoubtedly, the creation 
of new forms of artistic expression. In his search for new 
forms, however, Jasieriski often relied on the models elabo- 
rated by the Russian Futurists. “4 Jasienski's acquaintance 


with Russian Futurism dated back to the years 1914-1918, 
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when he attended a Polish High School in Moscow. TheSe were 
the years of the flourishing of Russian Futurism, and 
Jasieriski was probably a witness of some of their scandalous 
public appearances. 

| Jasieriski's first idol was Igor Severianin, the 
leader of the Ego-Futurist group. Following Severianin, 
Jasieriski idealizes the aspirations and dreams of the average 
townsman— fashionable restaurants, beautiful women, elegant 
clothes. In "Rzygajace posagi" (The Vomiting Statues) and 
"Trupy Z kawiorem" (Corpses with Caviar) he equates the 
luxury and comfort of high living with connoisseur food and 
the Pi teepSceines of voluptuous women, exactly the same as 
Pngoeverianin’ go *Karetka kurtizanki" "(The Coach of a Courte- 


oe Easy love affairs fascinate Jasieriski's 


San )mOrsekenze li, | 
heroes, they involve sophisticated ladies entertaining guests 
in their literary salons, and expensive courtesans. Jasien- 
ski seheroinestrom: fili nudzi, sie" (Tilda Ts Bored) is a 

full sister of Severifanin's Zizi or Neliy from the poems of 
the same names. They spend their time reading Maeterlinck 
and Hauptmann, drinking liqueurs and going for exciting car 
rides. The automobile is considered by both poets a symbol 
of modern living, and many of their poems describe the 
excitement of driving a car. This is the case with Jasien- 


Skits “Miitos¢ na aucie" (Love in a Car), which is a para- 


phrase of Severianin's alae Canes) tee polden'" (July Midday). 
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Like Severianin, Jasiernski animates Nature, and the images 
of "running fields, forests, and marshes" reflect the 
changing landscape seen from the moving car: 

Byto ztote, letnie rano w szumie kolnych heksametré6w. 

Auto szito po rd6wnej szosie, zostawiajac w tYleekKuUre. 

Zbity licznik pokazywat 160 kilometré6w. 

Koto nas leciaty pola rozpluskanych, ZoOUeCy GiezZbO7 

KotOsnaswiectaty lesy, i zagaja, i mokradia, 

JakaS taka, jakaS rzeka, jakag w drzewach skryta wies. 

Ja objatem Pania reka, zeby Pani nie wy padia. 

Wicher zdart mi czapke z gtowy i po polach ponidést 

gdzies. 

And in Severianin: 

SnelaHTHad KOJIACKa, B 39Ne€KTPHYECCKOM 6ueHEU, 

INaCTHUHO WesecTena NO woccefHomy Mecky; 

B HeH OBe TeBCTBeHHHe TaMb, B 6HCTPO-TeMMHOM YHNOeCHbU, 

B asJIO-BCTCYHOM yCTpeMIeHbU ——- 5TO MuenKH K senecTKy. 

A KPpyroMm 6exanu COCHBI, HMeanbl paBHOMpaBuH, 

IIEUIO HeE6O, Nemo conHUe, KYBLIPKaICH BeTepoK, 

QM moO WMHaMH MOTOpa MbIb DRMMIAaCbh, Mprran rpaBui, 

CoBManana c BeTpOM MTHUKAa Ha Aopore 6e8 Topor; 6 
In>"Miz0sé na aucie" Jasienski develops the image of Seve- 
rianin's "somersaulting wind" into an image of the mischief- 
making wind, who "tore the hat off my headvand carried it 
away." He transforms Severianin's meétaphon, "Eo get) drunk on 
the wine of delight" (i p'ianel vinom vostorga) into a 
picture of a drunken world which "went mad as if on wine" 
(Swiat oszalat jak od wina). The feeling of happiness, 
conveyed by the verses "Pani Smiata sie radognie biyskawicz- 
nym tremolando,/obryzgany Pani Smiechem smiat sie ZLOty, 


cu 


jasny dziern" paraphrases Severianin's "khokhot svezhil 


tochno more, khokhot, zharkii tochno krater." 


72 


- 2 . a 


ma: is AA Ae reer pep elt sce 


afro) Yeh hes. y CS &. BGA 


— 7 val 


{op patvon wa goat ae pete oo 
¥4 ' , wy itt ] ; ; 7 
; ; \ 


weenie hi Pe See Tk 


_-= ' — 
b get Was imone papers 
ae ae! Ame q..0a4 
: ; Tet GROe 


ies ce : ‘ i ine el. vtsidal Ser 
‘Ci ies | Mm eae Zio eet we ieee: * Ags 4 
fade via iki 2 it, a a métata a es Oe 
: ' wc qj “ ny \; F, 4 Saal | ew sided Sok, we 


j 
: ‘Kiem 7 


iy 


o oh, a a . Te 
= Fis oy 


-_ 
~~ 


intedicevah Ae ‘bn: 


DMA? ELSES ga A PANTONE 

aol “aioe uch ent’ sid erakr or ges an T 

eo vi ede: alee Bae sud woe = 
wa Ere F invcarey Mes . MSV eTDt-oe @ se) vt 


i 


, 4 
bits Cotas bese (ai PHS, 1G 
44 : ee el ee eH ae oe eT toon 
= , "aeK Ok tie | iat Ears esa 


baa serie teh at he 4 sare S : 


Fi y p=) = ane 


Hi ee > ae it dead 

«fy to Absalh OFF “Aabievat 2 {ah FRR ah sil Ba2 
Shae Sie >. | 

iissigved? 3o Seats “Heide ‘abet ere te 


- 
~ 


. e" ‘ i ; 5. aa 
bute § ~ Poe. Beil (Se BFO “ila so es ats. 


Ae Rreh os” sole FOR F: eclaaehli 


Jasieriski's dependence on "Iiful'skiiI polden'" was not 
restricted to the use of identical motifs and images. 
PMiioSéuna aucie" also.imitates the metric pattern of the 
original—four-foot third paeon with the caesura after the 
eighth syllable, the catalexis in every even line and ae 
rhyming scheme AbAb. The Polish poem, however, has more 
disturbances in the rhythm: many paeonic feet are replaced 
by trochaic. 

It seems that Jasieriski was truly fascinated with the 
metric elegance of Severianin's poetry, based on a regular 
and flowing rhythm, often combining two different metres, 
HEMET paeon with one of the trinary forms. Half the poems 
in Jasieriski's But w butonierce have a traditional prosody, 
the paeon and the anapaest being the most frequent forms. 

Jasieriski also adopted the neological technique of 
the Russian Futurist. Severfanin's profuse coining of new 
words was also based on compounds and denominal formations. 
He built his compounds by connecting two existing words with 
Cneshelp, of the linking vowel: "klenokhod," "chernoles'e," 
"sontsev'iuga." His derivatives, on the other hand, utilized 
the noun roots to form new verbs, adjectives and adverbs: 
SOKA LOshE tie avesenitisia," diss evOLtalcnenns 
"grozovo," "tundrovo." 

Following Severianin, Jasietski introduced into his 


poetry numerous Gallicisms, including those that had already 
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established themselves in Polish as well as new terms. As 
in Severianin, the semantic range of foreign vocabulary is 


determined by two Spheres of bbe clothingpandwdrinik. | Thue 


Jasienski often Speaks about "chapeau," "dessous," "cr€pe de 
chine," and 'Gacao-choix, ™ ecuracaoy | nClvcot, te "Cordial— 
medoceepeThewt Vavourl of exoticisn is also brought in by the 


use of foreign names—those of famous artists, and of 
business firms, like "Pate 5 CO, sae Ledmont - "8" Maras 
Merilis." Many of the Gallicisms are placed in the rhyming 
position, which assures them Vast Deel bey sand importance: 
Na klawiszach usiadty pokrzywione bemole, 
Przerazliwie sie nudza i Ziewaja Uaaaa ... 


Rozebrana Gioconda stoi w majtkach na stole 
I napiera sie gtosno cacao-choix. 


Pani dzisiaj, doprawdy, jest klasycznie... niecdbatay. 
Pani, ktdéra tak zimno gra sercami w cerceau, 
Taka sztywna i dumna ... tak cudownie umiata 
Nawet puScié sie z szykiem po 3 szktach Curacao. 
And in Severvanin: 
Be3llyMHO LWIO MOTOpHOe maHnO 
TIO »OCTpoBaM" Kk SENCHOMy y»NyaHTy", 
MH B30p 3u3u, MeByuee PpOHOo, 
CKOJIb3AH B NOpHeET, TOMHMN KONeHH @panty.4/ 
Jasieriski's inventiveness in the fieldsofsrhyme, 
discussed earlier, had its parallel in Severfanin too. The 
Russian poet was VeELVe_Ondsof unusue | rhymes, especially of 
assonance and of compound rhymes. The best manifestation of 
his great skill in this regard is his poem "Zaberus' na 


rassvete" in which he exhausted all the vowel resources of 


one combination: "kedr/eskadr/bodr/mudr/vydr." 
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If Severianin's poetry was the model for Jasietiski's 
earlier poems, Vladimir Maiakovskii was the model for the 
later ones. Like Maiakovskil, Jasieriski turns to city, lite; 
but this time it is the life of Chemerty lumpenproletariat, 
not of the frequenters of salons and tTesctaurants 5. wee 
to glorify the coarse, black roughnecks," proclaims Jasienski 
in his "Zmeczyt mnie jezyk," and he does so in such poems as 
"Zakitadnicy," "Miasto," and Piesn o gtodzie. From now on he 
Speaks about hungry people, about cheap prostitutes, about 
rapes and accidents. The Nightweld tetorea city is depicted 
in eMiastOvemeltyincludes prostitution and sexual deviations, 
thievery and murder. An old man rapes a seven-year-old girl, 
the body of a drowned pregnant woman is found. The whole 
city turns into a huge sexual Orgy: 

Poeburdelach,@hotelach; po chambre garnie 

Tysiacem ttokdéw w rytmie krwi 

Pracuje gigantyczne Dynamo. 

Na kilometry siennikdéw rozparto sie Miasto 
Jasienski's verses remind us of Maiakovskil's poem "Adishche 
goroda" (Great Big Hell of a Gskiey he 

WM Torna we — cCKOMKaB @OHapeH oneana 

HOUb H3M6uUTAaACh, moxa6Ha u TIbAua, 

A 3a CONHUAaMH yoru roe-TO KOBBITIANA 

HHKOMy HCHYKHAA, TpPAGHAAA JlyHa. 
The city evokes in both poets feelings of distaste and 
dissatisfaction, and so does Nature. Diet gitar sendentatired 


with a drunken woman; in Maiakovskil: "night loved itself 


out, lewd and drunk"; in Jasietiski: pil gh tard punks Grom 
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Champagne and iips.= The moon as depicted by Mafakovskil as 
an "unwanted flabby moon," and as a "gonococcus" by Jasier- 
Ski. Nature is thus degraded, depoetized by metaphors 
setting up vulgar associations intended to shock a complacent 
public. 

The similarities mentioned above could be easily 
explained by the fact that both poets were Futurists. Their 
affiliation with the Futurist movement could have been 
responsible for both the "brutal" urbanism and the anti- 
aestheticism. But there is also evidence that Jasieriski 


borrowed directly. from Maiakovskil. He wrote Piesn o gtodzie 


under the direct influence of Maiakovskil's Oblako v shtanakh 
Se ee een 


(A Cloud in Trousers) . 49 The impact of Oblako on Jasienski's 
poem is evident on all levels. 

The parallelism of the Systems of motifs is most 
apparent in the first part of Piesn, which has the same jsulere 
scheme as the Russian poem: loneliness, struggle with insan- 
ity; catastrophe, rescue action, thought of the nearest 
PpersoneeltThe protagonist of Piesn is alone in his room and 
experiences a hallucination: the room resembles a gigantic 
mouth, which attacks him. Driven to extremity, he jumps 
from a window, but bounces like a ball. He is surrounded by 
a crowd; the people at first try to help him, but eventually 
turn hostile and kill him. The parallel with the first part 


of Oblako is evident. MaYakovskiI's hero is also close to 
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insanity, his nerves Wjerkeandadance, "his "I is too small 
for him." The cause of his sufferings is an unhappy love 
affair. His heart is aflame, and the expression "heart's 
fire" evokes an image of the real fire and the firemen, who 
want to rescue the burning poet. Unfortunately, "one cannot 
jump out of one's heart." Jasierski provides a totally 
different motivation for his hero's tragedy. His protago- 
nist's hallucination results not from unrequited love but 
from starvation. He is consumed by a hunger fever, and so 
begins his conflict with the rest of the world. 

The remaining parts of Piesri_o gtodzie are more 
distant from the Russian poem. Unlike Oblako, where the 
importance of the plot declines, Jasieriski's poem is still 
plot-oriented. It is based on a series of events narrated 
by the author. Jasieriski transforms the OGUGinalmrronethe 
lyric into the epic mode, clearly preserving its ideological 
connotations. Following Maiakovskil Jasiextski proclaims: 


"Down with your art! Down with your religion! Down with 


your social system!" The only element lacking in Pies is 
"Down with your love!" The erotic theme does not appear in 


Jasieriski at all. 

The rejection of traditional art is best.expressed in 
the prologue of Piesf o gtodzie. "I don't read Strindberg, 
nor Norwid," announces Jasieriski. "Poets are not needed any 


more": 
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poeci, jesteScie niepotrzebni! 

ja nie czytam Strindberga, ani norwida, 

nie przyznaje sie do zadnego spadku. 

czytam Swieze, pachnace farba dzienniki, 

Z bijacym sercem przegladam rubryki wypadk6w 


This denunciation of poetry springs from the conviction that 


the real poetry is to be found in reality. The same convic- 


tion was formulated in Oblako: 


UTO MHeE go @Maycta, 

@eepuenw paxKert 

CKOJIBSAWMeETO c Me@uctodenem B HeEOCCHOM MapKete! 
A 3HaD — 

PBO3SObB y MeHA B canore 

KOlMapHeH, uwemM @aHTa3suA y Tete! 


Like Maiakovskil, Jasieriski challenges existing 


religion.’ God has no passion for the common people, so the 


crowd of black and ragged workers lynches Christ: 


kutakami, laskami, Zable ezataullis 
poturbowane, umeczone ciato 
upadto pod razami Spracowanych rak,. 


In Oblako the poet himself fights with God: 
BYQUWb, A Harugawch, 


H33a Toweuuma 
MoctTaw CaloxHHH HOKWK. 


In both poems, anti-government tendencies are con- 


nected with the division of people into the poor and the rich, 


or rather into the hungry and the Satiated. Satiety is for 


Maiakovskii a Synonym of something ugly and repulsive: 


JONAaIHCh juOOU, 
MIpOeCBWHCh HACKBOS3b, 

HM COUHJIOCh CKBO35b TDpenWHEI Cala, 
MYTHOH peKOH c 3KHMNaxKeM cTeKana 
BMeCTe C HCCOCaHHOH 6SynKOL 
KXEBOTHHA CTaphHIX KOTJICT, 
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PieSni reverses Mavakovskil's scheme. Instead of Speaking of 
the well-fed bourgeoisie, it describes the slLatvation oLethe 
poor people: 

brzuchy nasze zielone, granatowe, sine, 

takie lekkie przedziwnie, ciaza nan, jak wiezy. 

w dzien zujemy niesmaczna stodkockliwa Sline, 

aw nocy ssiemy wtasny zSkorupiaty jezyk. 

The impact of Oblako on Pies was probably strongest 
on the level of stylistic devices. Many of Jasieriski's 
metaphors explicitly paraphrase MaYakovskil. ‘The metaphor 
depicting the clouds as "organizing a meeting on earth" 
corresponds to Maiakovskii's clouds "proclaiming a strike 
against the sky": 

Bupyr 

uw TyuM 

M OONauHOe Mpovee 

NOMHASIO Ha He6e€ HEBeEPOATHY KauKy, 

Kak OyOTO pacxonoATcCA bee paooune, 

HeOy O6ObABUB O3JIOOJIGHHyH CTauky. 

a czarne Sciany rosna, 

ciagna do géry, 

zastonity cate niebo 

Zzakrydiy szczyty, 

jak gdyby ogromne otowiane chmury 

na niebiewurzadzity meeting. 
Jasieriski's image of "my dead body, bloody, trampled, red 
like a rag, from which they will perhaps tear off a clout 
for a flag" is a direct paraphrase of Maiakovskii's "I will 
pull out my soul, big, bloody and flaming, a banner for you 
COPlLiftvon highs. 

WM korga, 
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idziecie! 

krzyczeé nie moge! 

Ogromni w zorzy pozodze. 

trup md6j 

krwawy, 

stratowany, 

czerwony, 

jak tachman, 

z ktd6rego moze szmate na sw6j sztandar udra, 
w Smiertelnym zapatrzeniu lezy wam na drodze, 
po ktdérej przechodzicie 

w JUTRO! 


Such a direct paraphrase, however, occurs infrequently. 


More often the original metaphors are subjected to complex 
transformations based on substitution, inversion, reduction 
or abolition of certain elements. Mavakovskil's image of 
the "jerking and jumping nerves" which eabeeSOmtareduthat 
they "fall off their feet" is transformed by Jasieriski into 
a metaphor describing "tired thoughts": "juz my$li, jak 
kobiety, wala sie z nog." The description of the building 
which moves under the influence of the hero's sufferings in 
"rukhnula shtukaturka v nizhnem etazhe" is a starting point 
for Jasieriski's expanded metaphor depicting the rocm as if 
it were the mouth of a person: 

wolno tynk sie na S§cianach rozdwoit, 

jakby pokéj wargami mlasnat. 

S$cian rozmoknietych bezzebne dziasta 


poruszyty sie wolno, 


Here Jasieriski utilizes another metaphor from Oblako, that 
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of the "chattering doors": 
UBepu Bopyr 3anAckKanu, 
OyOTO y rocTuHMUE 
He NoMmataeT 3y6 Ha 3y6. 
Even more complex transformations occur in Jasieriski's 
treatment of the rain motif, where the compact metaphor, 
"muzzling against the rain, my face pressed against its 
pitted face, I wait Splashed by the city's thundering surf," 
is expanded into a series of metaphors, Maiakovskil's image 
of the "city surf" is transformed into a picture of Liem@eity, 
buildings "fed by rain": 
domy czarne, obslizgte, karmione des zczem 
napeczniaty, jak gabki, 
napuchty, 
rozlaty sie, rozpeitzty rozdete, stulice 
wystapity na chodniki z ciemnosci, 
zSunety sie, 
przeciety krzyczaca ulice. 
The metaphor of the rain attacking the human face is repeated 
in "lepiej deszczem po twarzy ttuc." The pitted face of the 
rain in Oblako is replaced by the image of the face of the 
city, flooded with "trams! Cai sumes 
krople czarne, 
malenkie, 
natretne, 
wyrzucone z krwia razem z powrotem 
Z piuc 
pO czZzarnej pooranej szynami twarzy 
Sptynety tzami tramwajow. 
The influence of Oblako v Sshtanakh on Pies o gtodzie 
ete ECL eS 


was so tremendous that the Polish scholar Edward Balcerzan 


rightly considers PieSn a latent translation from the Russian 
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original. >? There is, however, a basic difference between 
the poems in the idea of the poet's role: the artist as 
prophet, not understood by the people, aS opposed to the 
artist as servant, at one with the people and Serving their 
interests. If MaiakovskiI declared himself on the Side of 
chesartistuas individualist, aloof from the Besteommne 
world, Jasieriski believed in the Opposite. The Polish poet 
was convinced that the role of the poet was to serve the 
people, and he initiated a dialogue with the Russian poet. 
PieSn o gtodzie offers a vision of the artist who is a part 
of the masses, who blends with them into one whole: 

Z zyciem rozgranym pod rece na Swiata szerokie trakty 

wyszlismy rano, Spiewajac, z ptachta koloru flananG Oe 

paszcz wytoczonych mitraliez suche fyiMiczne antrakty 

w krtan zabijemy z powrotem kula wypluta z brauninga. 

kto nam, kto nam teraz droge zagrodzi samym? 

wszystko zmiazdzymy butami piekn i, soo romn ied iudacy. 

miejsca! gromada idzie, proletariacki samum! 

cZapkami droge wymoscit taneczny krok rewolucji. 

As Edward Balcerzan has pointed out, the Polish poem 

in a way "corrects" the ideological shortcomings of Oblako v 
shtanakh, but artistically it does not match the Original: 

Nie da sie ukryé tego, co oczywiste, na tle poematu 

Majakowskiego polski tekst wypadnie korzystnie tylko 

w Sferze korektur ideologicznych (likwidacja ego- 

tyzmu, dojrzata solidarnosé zamiast anarchistycznego 

buntu), natomiast w skali ocen aebuystycznych, UPiesnh 

© gtodzie" okaze sie czymsS znacznie od pierwowzoru 

ubozszym. 


To summarize, we should point out that the influence 


of the Russian Cubo-Futurist on Bruno Jasienski proved very 
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fruitful. Under the impact of Maiakovskil, Jasienski 
concentrated on the renovation of the Polish poetic language. 
He succeeded in transforming the highly conventional poetic 
language into everyday language and in developing a new type 
of metaphor based on earthy, concrete objects. He wrote 
Original and powerful free verses depecting the = ltfe=mon the 
CIty ss proletariat. w ltke Maiakovskil, Jasieriski became 
convinced that the only way to change the world is by 
revolution, and he used his poetry to propagate his revolu- 


tionary ideas. 
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CHAPTER III 
SZOWO O JAKUBIE SZELI AND FOLKLORE 
et te 


Thescult’ of technology and of modern Civilization, 
responsible as it was for the modernization of themes al 
the transformation of the forms Oteabols tac CXPLesswons swas 
contradicted by another Futurist tendency; namely, its 
imterest in folk art. =) The! Polish Futurists derived many of 
their themes from folk poetry, imitated its song-like rhythm 
and reproduced its Simple but awkward forms. 

Recognizing the contradictions between the CUE EOL 
technology and the presence of folk Sstylizations, Jerzy 
Jankowski wrote in an introduction Comthe! second) part= of his 


Tram wpopszek ULC, : 


Autor ,Tramu" zamieszcza ponizej zeczy pokrewne 
symbolizmowi nie pszez PpSzywiazanie do tego kierunku 
z kturego otszasnaé Siemezdetaty, ecz jedynie pszez 
wzglad na sprawe rozwoju formy poetyckiej. Ojczyzna 
autora—Litwa zaledwie pszeczuwa urbanizm, neo- 
humanizm, i Swiadomosé kosmiczna—pierwiastki 
Sktadowe futuryzmu [sic]. 
The backwardness of Lithuania was for Jankowski a sufficient 
reason to justify his interest in folklore, an interest that 
was directed primarily towards the exploration of legendary 
motifs, rather than of the traditional folklore poetics. 
The only attempt to reproduce the formal structure of the 
folk song was his "Ptacz lesny Vew(Asporest Cry), a poem about 


the love between a mad girl and an oak, which resulted in 


2h 


7 : 
sy 
' 
j § 
i 
a 
Pa 
) 
° 
Pa ; 
7 As 
- ww -y 
= 4 * 4 a 
ial ecnogees 
- —_ oF _ 
- 
; 
‘ ‘ 
Po) . 
“ ~- a ' 
= + 
; r" 
[ P 
AS i 
- ear 1 
- 
J 
5 : 
‘ ‘ “4 SA 
? _ i 
= ' ad f ri ey _ 
7 ee Fa } as oe). eens a fad JOS 
Le as 


to spDiserahax 
: pen 


o ' a) 
“ Pape ety. ra cul. tees ; 


oy 


HE 2 


ther binth of Deborug, a God of Nature. The Erste part of 
"Ptacz" Successfully imitates the form of a Toawiaek a 
Lithuanian folk song. It begins with incantation-like 
verses; followed by ea sgmMotitlor interdiction, whose violation 
marks the beginning of the Story. Stereotyped folk devices 
are utilized here: negative parallelism, fixed epithets, 
affective suffixes and all kinds of repetition: 

Nie stuchata matuli rodzonej 

Nie stuchata matuli kochanej 

Postuchata ztej doli—tesknicy 

Postuchata zwodnicy 

Poszta w las samiuterka.2 


If the economic backwardness of Lithuania was a 


justification for Jankowski's use of folklore, Tytus 


Czyzewski's motivation was gUSt thevopposite- hrs Pastoral 


(Bucolics) grew out of the fear of the disastrous consequen- 
ces of modern civilization. Folklore with its sensitivity 
and imagination was for Czyzewski the best means to save 
man and the arts from mechanization and urbanization. The 
imaginative rituals of the Polish Highlanders were the 
source of his "bucolics," highly stylized Christmas carols. 
As in the Christmas puppet show (szopka), the new-born 
Christ is greeted by three kings, led by a movable Stay. 
Shepherds and animals. The Shepherds are dressed like 
typical Podhale carollers: 

z krzywemi rogami 

Z czornemi kudtami 


zebrali sie Chtopy 
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The kings wear crowns and rich clothes embroidered with gold. 
All the visitors bear gifts, and the choice of gifts is very 
characteristic: Shepherds bring lambs, honey and cheese; 
birds bring down for a blanket; the kings Present Ghnrics et 
with chests full of gold and silver coins 

The form of Pastoratki is distinguished by a>striking 
Simplicity, imitating the awkward form of PO leech ris tinas 
carols. Many poetic devices are used to strengthen the 
musical harmony: refrains, synonymic expressions, repetition 
of single words, phrases or even whole lines. The folk 
sty lization is also apparent on the lexical level; the 
"bucolics" abound in dialecticisms, often depicting a 
regional inflection: 

Zlecieli sie do stajenki wszyscy ptakowie 
leSni grajkowie muzykantowie, 

Zleciaty siwe sokoty, ortowie, 

zieby, czyzyki i dzieciotowie. 

ASCLUGCECOLKe Doce among Futurists was Stanistaw 
Mtodozeniec, whose Kreski i futureski (Strokes and futu- 
resques) and "Chtopskie Miary" (Peasant Measures) manifested 
the poet's desire to "folklorize" Futurism. He wrote typical 
Futurist poems and poems containing a strong folk element, 
like "Wesele," "Pogrzeb" and "Pastuch." Most of these folk 
Stylizations, sustained in a lyric mood, depict a clear-cut 
situation and the type of ritual or activity determines the 
rhythmic organization of the poem. "Na weselu" (At a Wed- 


ding), for instance, follows the rhythm of the traditional 
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wedding songs and dances, while the wistful tones Ofethe 
Shepherd's pipe are heard in "Pastuch" (Shepherd). The song- 
like rhythm of these poems is achieved by means of Petirains, 
rhythmical particles and teen jectt ons eas wellisas enumerocus 
repetitions: 

Dziewietnascie jej lat zmarniato — 

poszta — — umarta — 
coe Ojmta, Oj-ta, oj-ta dana!... 
Ojciec — matka — i pies sie ostat — 
byta jedyna — 

eee Oj-ta, Oj-ta, oj-ta dana!... 

In a sense, Mtodozeniec! folk poems are not too 
different from the analogical attempts introduced by the 
"Czartak" poets, expressing the total rejection of modern 
Civilization in favour of primitive nature. © But Mtodo- 
zeniec' attitude towards modern civilization was more 
complex: on the one hand, as a true Futurist, he was fasci- 
nated with technology, while on the other, he feared its 
consequences and turned towards folklore as the only sphere 
that has preserved untainted human nature and simple forms 
OE@LLLS see Thusehe explored the resources of the folklore 
tradition and used them in his poetry in an attempt to 
enrich twentieth-century civilization with the values 
preserved therein. 

Jasieriski's use of folklore in his poem Stowo o 
Jakubie Szeli (Lay of Jakub Szela) had a totally different 


purpose. Folklore was used here as a means to transmit a 
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dissatisfaction with social injustice and a Slogan of 
revolution in the forms closest to common experience. In 
this poem Jasieriski set himself the difficult task of 
rehabilitating the Szela rebellion of 1846, regarded as a 
Shameful incident in Polish history. During this Lebel Mon 
the peasants, Supposedly abetted by the Austrians, rose 
against the landlords and in this way prevented a national 
insurrection. Jasierski interpreted this event very 
differently. The Szela rebel on, sin his Opinion, resulted 
from social injustice and symbolized the peasant fight 
against serfdom. Szela himself was for Jasieriski a leader 
who served his fellow-man: 

Gdyby nawet Szela nis COL Czy nie US tniat, to ew 

interesie o caty Swiat Swiadomogci klasowej 

wzbogaconej kultury chtopskiej nalezatoby go 

wymySlié. Gdyby Szela istniejacy nie byt 

bohaterem, to i wdéwczas w imie meczeriskiej epopei 

krzywdy chtopskiej, nalezatoby to déZwignaé na 

wyzyny heroizmu. Tym Derdzieysskoro istniar..,/ 

In order to make his interpretation convincing, 
Jasieriski turned to the resources of folklore, which has 
always embraced common experiences in the simplest forms. 
He decided to produce an illusion of an anonymous folk 
creation expressing the views and Opinions of the peasants. 
In the introduction he puts forward the Clctionsthatachic 
song about Szela had a very long oral tradition. His own 


task was simply to "collect" the sOngG dnd bring iteto the 


people; — 
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W biate noce, od rzysk i gumien, 
porosnietych i mchem, i mgia, 
pozbieratem te piesn, jak umiem, 
i przynosze Skrwawiona i zta. 

The song, Ten eecen from the stubbles and DALES wees 
about Jakub Szela, cast in the role Oigastolk@nero ssl ti « 
told by Jasieriski in a Simple narrative composed of two 
threads, the first dealing with Szela's personal life, and 
the second describing Szela's involvement in the peasant 
revolt. As Edward Balcerzan has pointed out, the DlOL OF 
Stowo is distinguished not Conve yecestriking Samp icy. 
but also by its Sill ahitvartOrtne stereotype plot of folk 
tales. 8 Jasierski's dependence on the narrative of the 


hativerca lows especially noticeable in the second andeeniccd 


parts, where each happening could be described DYSPLOpp Ss 


functions :” 

Szela goes to Lwé6w to see the The hero leaves home 
governor. For several weeks he The hero is tested 
appears in the governor's office | and interrogated 


and finally succeeds in seeing him. 

After his return home Szela is More struggles 
imprisoned by the landlord. The 

Subprefect Breinl orders Szela 

freed. Breinl persuades Szela to The villain deceives 
revolt against the landlords and his victim 

promises the abolition of serfdom. 


The revolt takes place. The 
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emperor orders the peasants to The villain is exposed 
stop their fight and to return 

to serfdom. Szela refuses to 

obey the orders and is 

Sentenced to death. 

The end of the poem does not correspond to. the usual 
optimistic ending of the fairy tale, where the villain is 
punished and the hero rewarded. Instead, Stowo ends with 
the protagonist's death, 1° By condemning Szela to death 
Jasieriski has elevated his hero to the level of a martyr who 
has Sacrificed his life for his fellow-man. 

But Szela's death is only the finishing touch in the 
process of the hero's mythologization, which takes place 
throughout the whole poem. One of the first episodes showing 
Szela's transformation into a hero is the peasants' meeting 
which decides to send an emissary to the Emperor's governor. 
This decision is based on a deep belief in the justice and 
generosity of the emperor and here one notes the folk 
tendency to portray the monarch in a favourable LiGht. wiszela 
is the only volunteer to Ppercormethis mission.) snus journey 
to Lwéw develops the popular folk tale motif of the hero's 
journey. Throughout his testing and interrogation and his 
imprisonment he behaves with heroic Steadfastness, strength 
of will and pride, Surmounting all obstacles to achieve his 


goal. 
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Mythologization of the hero reaches its climax in 
Szela's encounter with Jesus Christ. Szela does not succumb 
even to God himself. On the contrary, he accuses Christ of 
Gréat injustice. He is only concerned about the rich and 
does not give a damn about the poor: 

Nie biegates, jak sie naszych 

krzywd przelata kwarta! 

Widaé garnca pariskiej kaszy 

chitopska krew nie warta. 

Nie cenites ty krwi chtopvskiej 

Zayz2catenyeszelagi—— = = 

CzemuzesS sie, Panie Jezu 

tak o pariska przelakit? 
This ‘verbal duel' between Szela and Christ ends with 
Szela's victory: frightened by the danger of the peasants! 
vengeance, Christ gives up his intention of helping sthe 
landlords and returns to heaven. 

All this long, complex narrative, with its many 
Characters and well-defined plot, is jammed into the frame- 
work of the folk lyric. Stowo o Jakubie Szeli is sustained 
in the tradition of Polish folk songs; its motifs, images, 
Stylistic figures and metric form were inspired by folk 
couplets and ditties.1t1 

The adaptation of the lyric schemes of folk songs is 
most obvious in the first part of the poem describing 
Szela's wedding to Marysia. The happy mood of the groom and 
other guests is contrasted with the grief of the young bride, 


and the reason for her grief is obvious: she is Marrying an 


old widower (according to Jasieriski's poem Szela had already 
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buried three wives before he married the fourteen and a half 
year old Marys; in reality Szela was married only twice). 


Here Jasieriski repeats the warning from wedding and love 


songs :* 
Wyrosta rutka z jatowca Wdowiec-mruk, bedzie Etuki; 
Nie chodz dziewczyno za Optymekazdy parchewie —— 
wdowcal2 Ztakomitas ty sie, Marys, 
na ten zagon marchwi. 
A gdziezes ty chtopcze A gdziezes ty, Maryna, 
Swoje oczka podziat Miata oczy, powiedz, 
Cos tego kulasa na eneans ze ci sie uwidziat 
obrat?l na mtodego wdowiec? 
Nie chciato ci sie rutki WeZ se, Marys, czepek nasadZ, 
Siaé 
KazataS se cepiec wdziaé jak nie chciata$s gesi pasac, 
Nie chciatas chodzié w jak nie chciatags statkdéw 
rucianym myé — 
ChodZ teraz w wicianym. 14 idzze za maz, idZze, id#! 


Szela's marriage to Marys proves unsuccessful: Marys finds 
herself a lover, the farm hand Wicus. Such a triangle is 


well known in folk songs: 


Latali gotebie U karasia kare skrzela, 
Piywali karasie u Szczupaka — siwe. 
Kiedy jeden kocha Nie udato ci sie, Szela, 
To drugiemu zasie,15 to kochanie ckliwe. 


For a long time Szela is unaware of his wife's unfaithful- 
ness, but when he finds it out, he starts a fight with Wicus. 


Jasieriski's description of the fight is based on the folk 


song: 
Jeden ciat go wedle pasa Jak uderzyt Szela raz, 
To za ciebie, siostro nasza. przyklakit Wicus, zgiat sie w 


pas. 


* In the following tabulation the motifs from folk poetry are 
eset on the ert) passages from Stowo on the right. 
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Ciat go drugi wedle Suzie Jak uderzyt Szela drugi — 
Jasio krew jak wode pije. poszty nosem krwi dwie 
Surugt. 


Folk song motifs are also utilized in the consecutive 
parts of the poem. Probably the best illustration of ay 8 as) 
a description of a rebellion and one of its participants, a 
Shepherd Walus. The image of a half-wit peasant was inspired 


by a folk song about a crazy Janek: 


A gdzie to ten kusy Janek Byt tam Walus — pastuch, 
co chodzit z toporem w zimie chodzii boso, 
Przepasat sie z osetka Siekierka sie Opasywat, 
podpierat sie worem. podpierat sie kosa. 


Miat studzienke za piecem, 
nosit wode przetakiem, 
howit ryby widtami, 
strzelat wrdble gajdami.1/7 
Janek's craziness becomes, however, VeLryemeaningtul.in the 
context of the revolt. His axe and Scythe are to be used in 
the fight with the landlords, and his carrying water with a 
riddle is transformed into a Suggestive image of peasants 
extinguishing the fire with butter and bringing water in the 
basket-wagons: 
a RCC OOCy, Siedliscy 
gaszq ogien, az piszczy, 
w rozskrzypienie ké6t gorzkiem 
woza wode pdtkoszkiem. 


The bloody character of the peasant rebellion is depicted in 


a distich which paraphrases a folk dLety: 


Ej, karbowym oraé Hola na pola orki sie Uezy Cr 
ekonomem widczyé oraé karbowym, rzadca 
Oj, poczekaj ekonomie nawtdczyé! 


bedziemy cie uczyé. 
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Jasieriski's dependence on folk songs is also apparent 
in the description of the life of serfs, depicted at the 


beginning of the second part of Stowo: 


Oj, dobry nasz pan dobry O77) 12) ma to chtopu, 

i dobrze mu sie dzieje ni ma jak pariszczyzna, —- 
Oj, ludzi ze wsi wygnat zyje sobie wesdi, 

i sam sie ledwo Chwiley eal drugim sie nie przyzna. 


As Marian Rawiriski has rightly pointed out, the 
extraordinary suggestiveness of this fragment results from 
the unusual contrast between the lively rhythm of the 
"krakowiak" and the Seriousness of its content: 

Niezwykta sugestywnoSsé omawianego fragmentu jest 
rezultatem napiecia miedzy jego treScia i forma: 
zwawy rytm krakowiaka, popularne przySpiewy ,oj, ni 
ma to chtopu", ,Oj, nima to nima, “wZietarz wesotych 
ludowych wyrwasd6w i ubadanek * »« e« Sama wreszcie 
frazeologia, emanujaca pogodny nastroj beztroski i 
niefrasobliwosci nzZyje@ sSobie wesoi", ,ani dba o 
kupca", y»nie narzeka na nic", — wszystko to 
stanowi formalna zapore, ktéra rzeczywista i jedno- 
znaczna w Swe} wymowie tresé musi pokonaé, nim 
zaatakuje wyobragnie czytelnika. 

The rhythm of the above stanzas about serfdom is 
patterned after the popular rhythm of folk ditties: a six- 
syllable verse with a rhyme scheme abcb. Indeed, throughout 
the poem as a whole Jasierski adheres to the syllabic 
schemes most popular in folk poetry. The most frequent 
rhythm juxtaposes the Six-syllable line with the eight= 
syllable in two combinations 6,6,8,6 and 8,6,8,6. Every 
line has a caesura after the fourth syllable and one pan oL 


feminine rhymes: 


Latata, krzyczata 
Siwa ges nad woda 
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Nie zmawiajta sie po karczmach, 
idZta chtopy, do dom. 


Another frequently used rhythm combines elghtrand 
seven-syllable verses aabb. AS a rule two paroxytonic 
eight-syllable lines are either preceded or followed by two 
oxytonic seven-syllable lines: 

Taricowata izba, st6t 
cztery konie, piaty woz. 
Taricowaty krowy z ebor, 
Jak w tancerkach byt niedobér. 
The homogeneous seven and eight-syllable stanzas occur in 
Stowo rather seldom and have a noticeable trochaic rhythm. 
Seven-syllable verse with a caesura after the fourth syllable 
and ree ctatnte rhyme is chosen for the distichs depicting the 
rebellion as in "Taticowali cztery dni/ani wiecej, ani Hi @eWess Brew 
Eight-syllable quatrains aabb appear in the wedding scene: 
A coz ci to, Marys, co Ci, 
ze ci w oczkach Siegmankoci, 
ze ci jako$ oczki puchna, 
co przeméwisz z ktéra druhna. 

Jasienski was also influenced by the traditional 
folklore device of parallelism, derived from a Geelingsos 
antes between the human world and the world of Nature. [In 
Stowo o Jakubie Szeli the mood of the people is often 
adumbrated by some parallel in the world of Nature. Sszela, 
led to his execution, is mourned not only by ea erie but 
also by Nature: the guMagalie: he running away, thevstars fall 


down, the wolves eat one of the gendarmes. 


As in folk poetry, inanimate objects and abstract 
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phenomena are animated; everything is moving: Tirora 5 
furniture, atmospheric phenomena, abstractions. At Szela's 
wedding everything dances—room, corridor, table, v2olin: 
horses, cows, storks. Elsewhere in the poem nighttal i 
"walks in the fields," day "crawls," rain "kneads the Sohn 
Of the roads." Abstract concepts are endowed with life: 
pain "has to go begging" and happiness "Splashes the fools 
with a jug.” Even Szela's song becomes a living elelibielep, aie 
hides in the fields to catch the poet and force him to 
Eransmueeucito posterity: 

Raz ta piesii — zaszta mnie w zycie, za taka, 

powalita, przygniotta, kazata stuz! 

i wyrwata mi jezyk jak ptony kakol, 

a miast niego wetkneta mi nos. 

Coming back to the question of parallelism, it should 
be noted that its use is LeStwuCcedmtOna alow instances, she 
its appearance always marks the most dramatic moments in the 
poem. Juxtaposition of man and Nature OCCUrSe inethes final 
Scene describing Szela's execution. Another parallel 
sequence predicts the dramatic outcome of the love affair 
between MaryS and Szela's farm hand, Wicus: 

U karasia kare skrzela, 
u szczupaka siwe. 
Niesudatoucivsias Szela, 
to kochanie ckliwe. 
The device of parallelism also marks the meeting at 


the inn which is the beginning of the peasant unrest and the 


emergence of Szela as a leader. Imprisoned by his landlord, 
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Szela withstands all the hardship. His strong will and 
obstinacy are emphasized by a tetrastich: 
W sadzie drzewa grube, 
w bozym lesie grubsze. 
Nie wypedzié zycia z chtopa, 
jak sie przy nim uprze. 
The same kind of psychological insight into the hero is 
achieved by negative parallelism, where, despite negation, 
the image of Nature metaphorically describes the feeling of 
the protagonist. Szela's dialogue with See. were instance, 
is introduced by a tetrastich: 
To nie topd6l w niebo strzela, 
CONT es ponukesowa s—— 
Odpowiada Jakub Szela 
Panu Jezusowi. 
plOeniemtopol"=—=thismis mot a. poplar, "to nie pohuk sowi"— 
thiSseis snot an sow] hooting, this is Jakub Szela's voice. 
Despite the negation "to nie" (this is not), the metaphorical 
relation is maintained. The image of a poplar suggests 
Sstraightforwardness, while the "owl's halloo" metaphorically 
describes Szela's angry voice. The Same device of negative 
parallelisn, formally refuting the metaphoricalestate sin 
favour of the actual, is introduced in the lines preceding 
Christ's speech: 
To nie stowo miodem tchnie z ust 
jako flet z kapeli, 
to sktaniajac sie Pan Jezus 
Odpowiada Szeli. 


Also utilized in Stowo is grammatical parallelism, 


based on the recurrence of identical syntactic constructions 
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to connect consecutive lines or stanzas: 

WezZ se, Marys, czepek nasadZ, 

Jak nie chcitatas gesi pasad, 

jak nie chciatas statkéw myé — 

idzze za maz, idZze, idZ! 
In a similar way Szela describes his love for Marys. The 
Syntactic parallelism is strengthened here by semantic 
parallelism. In both stanzas Szela says that MaryS has cast 
a spell over him: 

A musiatazes ty, MaryS, 

jaki$ zadaé czar mi, 

ees Logica ies Uz aicetoba 

gitd6d mdéj nie nakarmi. 

A musiatas ty mi zadaé 

jaki$ zdradny napdj, 

ze-mie pali, choé go stamtad 

nozem powydrapuj. 
The repetition of identical grammatical constructions, as 
well as the repetition of individual words and phrases, 
lends the poem symmetry and adds to the distinctive 
rhythmical pattern. 

In the rhyme technique the influence of folk poetry 
expresses itself in the use of both inexact and compound 
rhymes. Stowo is overloaded with such rhymes, but they lose 
their original comic connotations and harmonize with the 
pessimistic tone of the poem. On the whole, however, 
Jasieriski's sophisticated system of rhymes departs from the 
simple, often grammatical, rhymes in folklore. In this 


respect he preferred to manifest his virtuosity rather than 


follow folk tradition. 
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Folk stylization of Stowo o Jakubie Szeli, so evident 
in the sphere of Stylistic devices, was assisted by 
linguistic means. Numerous dialecticisms, introduced shew /e) 
the poem, reflect the phonetic, morphological and Syntactic 
differences between dialect and standard language. The | 
dialect pronunciation is rendered in such words as "wideriski 
cySarz," "po miemiecku" and "letki." Forms like "rokdéw," 
"Sieligwa," "idégta" illustrate the dialect inflection. The 
grammatical disagreement between the Subject and the verb in 
"choébyscie zOraty," "nie stuchaty Chicpys, aewycwz 14) wilcy" 
reflects the dialect confusion between the masculine personal 
and ere aac ane forms of the past tense. Most of the 
dialecticisms occur in direct Speech. Szela and the other 
peasants, as one might expect, speak in dialect. But 
interestingly, so do the emperor and Christ. The emperor 
uses the dialect inflection "kazujemy chtopom przestaé 
feria eee COsi.CEe bali tez," "jazem krzywdom ich nie winien," 
While Christ uses dialecticisms "powidZciez," "ponoé." Such 
Subjugation of the language of all characters to the dialect 
transcription witnesses Jasietiski's deep understanding of 
the peasant mentality. It is a well known fact that folklore 
does not differentiate individual Speechs ands torces wall 
persons to speak the same peasant language. 

Almost all the reviews that appeared after. the 


publication of Stowo commented on the folk influence to be 
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found in the poem. But at the same time the critics accused 
Jasieriski of thematic plagiarism?! of new Russian poems 
about Razin and Pugachéy. 22 

It is true that like Kamenskil in SerdtSe narodnoe 
Sten'ka Razin (Stenka Razin: the Heart of the People) and 
Esenin in Pugachév, Jasienski picked up the theme of a bloody 
peasant rebellion and set himself the task of rehabilitating 
the movement and its leader. Like Kamenskil and Esenin, 
Jasienski intentionally departed from the haistomicetruth and 
the usual literary interpretation of this event. If Esenin 
set his poem against Pushkin's Kapitanskaia dochka (The 
Captain's Daughter), Jasierski's poem was a polemic against 
Stanistaw Wyspiariski's Wesele (The Wedding) and Stefan Zerom- 
Ski's Turon.* Both Wyspiatski and Zeromski regarded Szela as 
an atrocious man who led the peasants to a fratricidal strug- 
gle. In Wesele Szela appears as a ghost repenting his Sins, 
while in Turon he is portrayed as the cruel leader of a 
bloody clash between peasants and landlords. Jasienski, on 
the other hand, idealizes both Szela and the rebellion. Like 
the Russians, he depicts his protagonist as a selfless 
leader with a deep sense of mission to help his fellow-men. 

But thematic and ideological Similarity can hardly be 
described as plagiarism, considering that the rebellion 


theme finds a different artistic realization in each poem. 


*"Turori": a Christmas mummer disguised as an animal. 
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Kamenskii's Serdtse narodnoe is a loose conglomeration of 
songs and poems taken from his earlier published novel, 
Sten'ka Razin (1915) 23. Kamenskii concentrates on the 
figure of Sten'ka, whose soul, the author believes, "lives 
in each one of us." The emphasis is on Sten'ka's artistic 
and passionate nature which reveals itself in the numerous 
"folk songs," supposedly written by him. The revolt itself 
is of secondary importance, being depicted only in a’ few 
crowd scenes conveying the anarchistic flavour of the 
movement. Esenin's Pugachév is a lyric poem composed of a 
Series of monologues expressing the thoughts, feelings and 
emotions of Pugachév and his fellow rebels. The StORVEO & 
the revolt serves only as a loose frame for the lyrical 
outpourings and for the descr mpueLons@Ot@ nature. | Stowo oO 
Jakubie Szeli, on the other hand, is an epic poem, describing 
the Szela rebellion through a series of CVGN CS 7a talaswa 
well-defined plot and dynamic action. 

If the accusation of plagiarism was certainly gound- 
less, it is nevertheless true that Jasiexski drew general 
inspiration from the Russian poems, and even borrowed 
directly. 

A comparative analysis of Stowo o Jakubie Szeli and 
Pugachév reveals a striking Similarity of images, especially 
of images related to Nature. In Esenin, the image of autumn 


stands in the centre of the collision between Pugachév and 
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his fellow rebels. In order to evoke feelings of uneasiness 
and of expectation of something Sttange;s Hsenin turns his 
attention to such elements as grey clouds, bare trees, 
chilled animals and birds: 

THCAUY YUepTeH, THCAUY RENBM u THICKRUY DBABONOB! 

SKHH Doxob! Sku cKBepHHM yoxnp! 

CKBeEpHHM, CKBeEDpHEH! 

CSIOBHO BOHWUaAKR MOUAaA BOOB. 

JIbeTCA Cc TyY Ha NONA u DepeBuHnu. 

CKBepDHHIM ToxKop! 

SKHH CKBeEDHHIN oxo! 

Kak CKeneTH TONMX xKypaBnel 

CTOAT OWMNAHHbIe BeDGH. 
In Jasierski, autumn imagery also symbolizes the upcoming 
bloody events. Esenin's horrid rain that "stinks like 
bull's urine" is transformed into "rain that falls from a 


goat's udder": 


Rozwichrzonych nad polem grzyw dym 
kapie deszczu wymieniem koziem 


And as in Pugachév the crippled alder-tree foretells the 
Pragt ceend: ; 

Oj, ity, edrogo/mieschodzona, daleka! 

Oj, ty, drogo, nieschodzona, niebliska! 

Cztery wierzby i olszyna-kaleka, 

i na plecach ciezka nieba walizka. 
Jasieriski's depoetization of the moon by means of vulgar 
associations also derives from Esenin's poem. In Pugachév 
the moon is identified with the "horse's skull," in Stowo 
the moon "stinks with manure." Both poets animate the moon 


by suggesting an analogy between the moon and a rider. In 


Pugachév the moon rides a "Kirghiz carriage," in Sktowo a 
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"gelding": 


TaM Tak MenneHHO MO He6y eneT nyHa 
NOCKPHMHBad KONeCaMH, KaK KUPru3 c MOBOSKOH. 


A wieczorem-zmierzchem 

jechat ksiezyc wierzchem 

w Srebrnych byt sandatach, 
' Siwy pod nim watach. 

These direct borrowings confirm the influence of 
Pugachév on the poetics of Stowo. > But in addition Jasier- 
Ski followed Esenin's technique in the construction of the 
images themselves. He intensified his tropes by means of 
unexpected associations and vulgar comparisons. Rain 
becomes "rain, all in sweat, who with his wet hands kneads 
the dough of the roads," the bare tree branches look like 
"bony fingers covered by the itch of the Sparrows": 

Otrute storica butka z zakalcem 

zdychaja zmierzchy pod lament wierzb. 

Wychudtym drzewom koSciste palce 

osypat noca wrdbli Swierzb. 
Such elaborate tropes occur throughout the whole poem, but 
especially in the author's commentaries, and as in Esenin 
their function is to transmit the idea of the work in a 
vivid and new form. 

It is much harder to determine the extent of Kamen- 
skii's influence since the stylistic convergence of the 
poems has no confirmation in direct borrowings. The only 
fragment of Stowo that reminds us of Sten'ka Razin is the 


description of the revolt. But even here the Similarity is 


IMainly in the tone rather than in the motifs or images: 


DoSé chciat nam dopiec kopiec i wat — CaphIHb Ha KHUKy. 
Hulaj, gromada, wiatrom na schwat! ADpDeHbIA WaNoThL, 
W polach odprzegaj konie od landar, Yeulw 3aTHIIOK y 
zaden nie poSmie bruzgdzié ci zandarm! nepca-mca. 
: 3aUHEM C HH3OBbA 
Hulaj, wychylaj gtowy zza wnek! XBaTaTb — lUapamaThb. 
Byli-ubyli, jechat ich sek! WM wkypy BpaTb — 
HOVasniaepOlaOrkiwsie WeZzyC, Mapuy c kynwa. 
oraé karbowym, rzadca nawitdéczyé! CaphHb Ha KHUKy. 
KHCTCHB 3a MOAC. 
Hejze! a nuze! hala! a haj! B 6aulke 3yQuT pa3sryn 
Wozy z dobytkiem do zagrdéd pchaj! moO gHa. 
Klamki ztociste do wsi poznosciez! CBucTu. Tnyuu. 
Rygle otwarte — ziemia na oSciez! B3eBah. Pasnaica. 
Cnenaa CBOJIOUb, He 
or deem ato eta at fel i nonagaica. 
BpaBa, 26 


In these passages of the Russian and Polish poems, stylistic 
convergence rests on the mixture of Futurist poetics and 
folk stylization. In Sten'ka Razin the Futurist trend is 
expressed in crowd scenes where the verses are built from 
Single words and short phrases, often merely shouts and 
curses. It is also in the "zaum'" songs composed of meaning- 
less sounds, allegedly rendering the melody of a foreign 
language. But Kamenskii also included in Sten'ka a great 
many bylinas and lyrical songs in the stereotyped forms of 
Russian folklore. 

A few fragments of Stowo also witness the influence 
of Futurist poetics, as in this example of word economy and 
skilful orchestration: 

Szedt Snieg. Brat mr6z. 
Biegt zbieg. W mrd6z wrost. 
Z ust krew — as kier. 


Znad drew mgita skier. 


But on the whole, Jasieriski's poem is sustained in the modes 
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Of folklore tradition. Was the idea of the folk Styirzation 
Suggested to Jasieriski by Kamenskii's poem? It is difficult 
to establish this, but even if it was, it does not diminish 
Liem greateartisticavaluercfr tie poem.  Stowo o Uakubic Szeli 
is undoubtedly Jasieriski's best work, and it marks a turning 
point, moreover, in his literary career. In it he abandons 
Futurism and searches for new forms of artistic expression 


that could adequately transmit his revolutionary ideas. 
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CHAPTER wav. 


PALE PARYZ—A UTOPIAN NOVEL 


In 1928 in the pages of the French Communist news- 
paper L'Humanité appeared another work by Jasieriski, a novel, 


~ the title of the novel was 


DepbrillesParise(L Burneearis). 
a paraphrase of "Je brfile Moscou," a short story by Paul 
Morand published three years earlier, one of many anti-Soviet 
squibs that appeared in France in the 1920's.? Morand's 
story shocked Jasieriski with its scoffing boneraya lao: 
Vladimir Maiakovskil whom he considered to be the greatest 
twentieth-century poet. “Je briile Moscou" was, in the 
Opinion of Anatol Stern, "a defiance of Jasietiski's ideals" 
and the Polish writer accepted the challenge by answering 
Morand's "I Burn Moscow" with I Burn Paris: 

To ta wtasnie nowela zrodzita w nim myS$l napisania 

powiesci, chociaz nigdzie o tym nie wspomina, mimo 

iz nadat swej powiesci nazwe bedaca odpowiedzia na 

demonstracyjny tytut powieSci Moranda. Na brutalne 

nPale Mgskwe" Odpowiedziat rdéwniez brutalnie ,Pale 

Paryz" 

The plot of "Je briéile Moscou" centred around the 
erotic adventures of a French diplomat in Moscow. At one of 
the avant-garde theatres the protagonist meets a Russian 
girl who complies with the rule that "Russian women surrender 


at once; it is only afterwards that the difficulties begin."4 


Vasilissa gives herself to the Frenchman the same evening 
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and invites him to her apartment the following day. Only 
there does the diplomat learn that his beloved shares the 
apartment with her husband, Ben Moiseevich, and a prominent 
"red poet," Mordecai Goldvasser. A great deal of attention 
is devoted to Goldvasser who around 1914 had published some 
poems under the influence of Apollinaire, but after the 
Revolution took to WEltinganpolitical pieces, atheistic 
Songs for children, patriotic hymns, odes to agricultural 
Manure, calligrammes in the Shape of the hammer and reaping 
hook, puffs for the state industry."> Like a true artist 
Goldvasser is not free of neurosis, he is afraid of contan- 
ination: "this Communist cleaned every object he touched, 
Sterilised his knife and fork, wore rubber gloves, opened 
doors at a height which no one could reach."© ToSLSmnoOL 
difficult to guess who Goldvasser represents; he is undoubt- 
edly Vladimir Maiakovskii, and the couple he shares the 
apartment with are Lili and OsipeBriks. 

Such a scoffing portrayal of Maiakovskif and his 
relations with the Briks could not but shock Jasieriski. The 
Polish writer was also indignant with Morand's anti-communism 
and anti-Semitism; "Je brtile Moscou" proclaimed the abolition 
of personal freedom in the Soviet Union and equated all the 
bolsheviks with the Jews. 

Although "I Burn Moscow" could be justly described as 


a stimulus for Jasieriski's novel, its influence was limited 
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Porthersimivaritysof title. / There is, however, a great 
deal of similarity between I Burn Paris and another of 
Morand's stories. "La Croisade des enfants" (The Crusade of 
the Children) is an anti-utopian satire on the Universal 
Revolution, which extended the Dictatorship of the Proletar- 
iat over the whole of Europe. ® Like all other European 
States, France was turned into a Soviet Republic, but the 
new rulers found themselves weaponless against the local 
population. The reason was that French society was stripped 
of its children and youth, and the older generation was not 
susceptible to change. In order to win the remaining young 
people the Soviet government decided to hand France over to 
the children. All the high posts were filled with young- 
sters: an eight-year-old Armenian was nominated to the 
Prefecture of the North, a little Jew to the Administration 
of the Territories of the East, and a young Russian girl, 
Polia, was appointed as the Mrlitary “Governor of Touraine. 
Polia proved to be an excellent governor until she met Mr. 
Garapain, an old Frenchman, who taught her how to play and 
amuse herself. As a result she neglected her duties; there 
were no more requisitions and the prisons opened. Touraine 
turned into a happy province where everybody played. 

Thus the story conveys Morand's firm belief in the 
Superiority and immovability of the bourgeois way of life, 


which would triumph over communist ideals. Morand juxtaposes 
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the happiness of the traditional way of life with the 
rigidity and strict order of the Communist Dictatorship. 
Morand's point of view was not acceptable to Jasieriski and 
the Polish writer counteracted it with the idea of the 
inevitable end of the capitalist system. Unlike "Le Croisade 
des enfants," I Burn Paris offers a utopian vision of the 
Universal Revolution, in which a happy and just society 
flourishes under the rule of the proletariat. 

The third literary work that influenced Jasietiski was 
lie 2 Erenburg's icc wml CUS Calms )paenovererabout 
the extermination of Europe by American capitalists.” The 
ayers is carried out according to the DlanPoOrernsseoot, 
a frustrated European who decides to take revenge’ on a 
corrupted Europe. After his arrival in the United States, 
BOocsorgani Zese i rustuDer lene whose, task. is. to completely 
annihilate Europe. The destruction of Europe takes place 
gradually: first, the French army destroys Germany, then 
Poland and Rumania attack the Soviet Union. The remaining 
Russians march to Poland and bring with them an epidemic of 
leprosy which kills all the inhabitants of Eastern Europe. 
Different epidemics are also responsible for the death of 
all Italians, Scandinavians and Dutch. The British die of 
hunger. Finally, it is France's turn. There is a dramatic 
decrease in the birth rate, then the Revolution breaks out 


and all the French perish in a Civil War. By the year 1940 
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the population of the whole of Europe is exterminated. 

Jasieriski shared Erenburg's hatred for the mercantile 
European society based upon success, money and egotism, and 
like the Russian writer he forecast its inevitable fall. Je 
brfile Paris offered the spectre of a plague that would kill 
all the inhabitants of Paris except the proletariat. Con- 
trary to Trest D. E., where the collapse of Europe was final, 
the destruction of Paris in Jasieriski's novel marks the 
beginning of a new era under the rule of a Proletarian 
Commune. 

The motif of the plague was probably suggested by 
Erenburg's novel. Jasienski also borrowed from frenburg two 
family-conflict motifs. The first one is the uncle and 
nephew conflict, personified in Trest D. E. by the soulless 
French dictator, Felix Brandevo, and his nephew, a devoted 
socialist. In I Burn Paris the conflict is between an 
American millionaire, David Lingslay, and his nephew Archie, 
who carries on communist propaganda in his uncle's factories. 
The second is the husband and wife conflict transformed by 
Jasieriski into a conflict between Pierre and his fiancée. 
Both Lucy and Jeannette ask for new pairs of shoes but 
neither Jean’ nor Pierre’ can fulfill’ their requests:’ The 
first one is bankrupt, the other has lost his job and is 
penniless. 


The similarity between I Burn Paris and Trest D. E. 
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goes beyond the similarity of the motifs. The resemblance 
is also apparent in the wealth of the adventures, the 
frequent use of the fantastic, and in the episodic composi- 
tions. Both novels are composed of a number of stories 
loosely connected with each other. Most of these stories 
could exist independently, abstracted from the whole. The 
"coupling" of all the fragments is more evident in Erenburg's 
novel, where the figure of the protagonist runs throughout 
the book. In the case of Je brfile Paris each fragment has 
its own set of characters, its own DEOtagonis > mandmLts 
unique plot. What unites all these stories is the motif of 
the See which divides Paris into different sectors. 

The narrative of Jasieriski's novel opens with the 
portrayal of bourgeois Paris where thousands of poor live on 
the streets. One of them is Pierre who, after losing his 
job, has joined the ranks of the beggars. In a short time 
Pierre learns the feeling of hunger: 

e e e i cierpki posmak w ustach po raz pierwszy 
przeszwarcowat sie do jego Swiadomosci, ditugo 
kotaczac do drzwi uparta, cierpliwa czkawka. 
Zrozumiat i uSmiechnat sie do wtasnej niedomys1l- 
nogci. Byt to gid6d.10 
Hunger is accompanied by despair caused by the loss of his 
girlfriend, who gave him up for richer men. Revenging 
himself on the people who robbed him of Jeannette, Pierre 


poisons the city water conduit with the plague bacillus. 


The outbreak of the plague initiates the central 
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action of the novel—the organization of independent 

sectors uniting people of the same nationality or of the 

Same political outlook. The first to organize an independent 
republic are the Jews, who hope that by railing themselves 
off from the rest of the city they will escape the plague. 
Their example is followed by the English and the Americans, 
the French Monarchists, and the Russian émigrés. The Chinese 
Students led by P'an Tsiang-kuei take over the Latin sector 
and proclaim the formation of a Chinese Republic. 

Although the description of each of the sectors 
constitutes a semi-independent story, there is a striking 
Similarity in plot organization. First of all, the narrative 
always centres around the figure of the protagonist, who is 
either the leader of a sector, or a prominent member of the 
sector's administration. The protagonist is usually intro- 
duced at the beginning of the story and his short character- 
ization is followed by flashbacks into his past. The 
description of the hero's past reveals the development of 
his character and the basic traits of his personality. 
Sometimes the flashbacks into the past are rather brief; 
other portrayals—those of Boris Solomin and P'an—develop 
into independent stories. The description of the childhood 
of P'an resembles a didactic children's story, showing the 
hero's development into an active revolutionary. The story 


of Solomin, on the other hand, reminds one of a film script. 
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When Boris recollects his own life he is struck Dyas 
Similarity to the typical trite movie, and the analogy is 
emphasized by the form, which imitates a film script: 
Syn oficera sztabowego. Po mamie — majatek pod 
Moskwa. Dzieciristwo (zazwyczaj pokazuje sie to w 
prologu): kosztowne zabawki, guwernerzy i guwernant- 
ki. Chtopiectwo: gimnazjum, ksiazki i marki. lLatem 
nha wSi — na kaczki. Pierwsze uciechy mitosne. 
Przewaznie dziewki folwarczne pod kierownictwem 
doSwiadczonego ekonoma. I wszystko inne jak sie 
nalezy. 
Uniwersytet. "Moskwa w nocy". Wypetnianie luk 


w edukacji erotycznej. I naraz, w najbardziej 


Pas m, rzec by mozna, momencie — mobilizacja. 
Pe is 


If flashbacks into the past serve as a means of direct 
Characterization of the protagonist, present actions provide 
ChesmMeansmOtelndirectecharacterization. All) the protagonists 
play a decisive role in present events; they organize the 
sectors and direct the fight against the plague. 

The Jews attempt to conquer the epidemic by following 
the Rabbi‘s interpretation of Biblical precepts. At first 
the Rabbi orders them to abolish the traditional burial 
procedures and to leave the houses struck by the plague. 

When this does not help, he recommends that the Jewish 
sector be cordoned off from the rest of the city. Finally, 
he decides to follow the example of Moses and remove the 
Jewish people to the Promised Land. His plan involves 
bribing the French military cordon, chartering a ship, and 
getting the help of an influential American millionaire who 


is to persuade the coast guards to allow the Siizpeto. dock? in 
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one of the American harbours. 

All the efforts of the White Russian Republic are 
directed towards the recovery of the members of the Soviet 
Mission captured by the French Monarchists. The Russian 
émigrés are filled with thoughts of VengeancesL_ored | lather 
offences of the bolsheviks. The recovery of the Soviet 
diplomats proves very disappointing, however, since they are 
all infected with the plague. 

In their struggle for survival, the Chinese conform 
to the strictest rules; they kill all the infected as well 
as the people who hide them. At the same time they establish 
a aeecepens laboratory, where bacteriologists work twenty- 
four hours a day to produce a serum against the plague. But 
the epidemic spreads wildly and P'an himself catches the 
infection. Faithful to his own ruthless decree he shoots 
himself. 

The same fate awaits all the Benen protagonists. 
Boris Solomin dies when, in a drunken state, he boards the 
truck with the infected bolsheviks. David Lingslay and 
Rabbi Eleasar are killed by missiles from the American coast 
guard. Lingslay, who at first collaborated with the Jewish 
plot, sends a cable to the American authorities warning them 
about the gtruesnature ofsthescomingsship., The "death of.the 
protagonists signifies the collapse of all the Republics. 


By the first of September, there is not a single person left 
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on the territories of the ten republics. 

At first, the destruction of Paris seems final, but 
soon the reader learns that not all the city!sginhabitants 
were killed by the epidemic. The plague Spared the prison- 
ers, who used a different water system. The ex-prisoners 
organize a Proletarian Commune, but continue to inform the 
rest of the world about the increase of the epidemic and the 
fights between the different sectors of the city. The 
existence of the Commune is discovered incidentally when a 
lost American pilot sees a perfectly funcevoningrcity with a 
great number of radio towers and with fields of ripening 
wheat. “When the Western governments decide to attack the 
Commune, their workers declare themselves on the side of the 
Parisian proletariat. The Proletarian Commune initiates a 
world-wide revolution that establishes the rule of the 
proletariat. Thus the novel proclaims the inevitable end of 
the capitalist system and the coming of a new era. Paris? 
the symbol of Western bourgeois society, has to be destroyed 
so that the workers may build a new world. 

Although it might seem inconsistent, this univocal 
political ideology is transmitted by an elaborate system of 
artistic devices. First of all there is a constant "estrange- 
ment" of the presented reality. "Estrangement" (ostranenie) 
is, according to Victor Shklovskil, the essence of ani 


Which tears the object out of its habitual context, and 
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presents it as if it were seen for the first time. Our 
perception of reality, argued Shklovskil in "Iskusstvo kak 
priém," is based on a chain of habitual associations and 
automatic responses. The task of art is to break this 
automatic perception by presenting the habitual in a novel 
light, by placing it in an unexpected context. Only then 
will we be able to "see" things instead of merely recogniz- 
ing them, 21 
Pale Paryz abounds in passages where the author 

“refuses to recognize" familiar objects and describes them 
as if they were seen for the first time. Here is the 
Ges Clot ONmOleaecl tye ne whi chatal | buildings are "many- 
storeyed boxes in which smaller mobile boxes run up and down 
to transport the tenants to the highest floors in a second": 

GdziesS, o wiele, wiele li, stoja olbrzymie, potworne 

Miasta, gdzie biali ludzie mieszkaja w wielopietro- 

wych skrzyniach i w skrzyniach tych, zamiast schoddw, 

w gore iw ddét pedza ruchome pudeteczka, podrzucajac 

w jednej chwili mieszkaricéw na najwyzsze pietra. 

(p. 76) 
On the streets there run "glass wagons" and "queer carriages" 
that move without rails, without horses, just by touching a 
mysterious "sticking-in-the-air wheel": 

Po szynach mknety szklane wagony i w powietrzu 

rozbrzmiewat nie milknacy ani na chwile huk. Dziw- 

niejsze od domdéw, dziwniejsze od wagondéw byty nie- 

Samowite kolaski, pedzace ulicami, bez szyn, bez 

koni, bez rykszéw, za poruszeniem nie dotykajacego 

ziemi, niepojetego, sterczacego w powietrzu kota. 


(pp. 73-74) 


Significantly, the "estrangement" is motivated by 
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Jasienski in terms of verisimilitude and psychological 
plausibility. In the passages quoted above, Jasieriski 
reproduces the perception of a small Chinese boy whose 
vision has not been spoiled by automatic responses. Many 
objects are "made strange" thanks to P'an's perception of 
the world. A car is for him a “queer carriage" whose name 
is "Auto Mo-Bile" and who has a surname like "Bra-Sey," 
"Dai-Mler," "Re-Nault," or "Mer Ce-Des." When he first sees 
the calligraphs, he thinks of gymnasts making a pyramid: 
Pateczki rosty, rozgateziaty sie, taczyty w misterne 
figury, litera podpetzata pod litere i podnosita ja 
na barach jak akrobata, za chwile wystrzelata juz w 
gére rowna, chybotliwa piramida. (p. 71) 

As the years go by, P'an stops being amazed by the 
objects of the surrounding reality, and begins to wonder at 
different ideologies. After being accepted at an orphanage 
HewrseiLeoduced stouchrmi staan ity meAtethessightwort ait lat 
piece with three corners and with a small naked man nailed 
to it" he concludes that that must be the way the white 
people punish thieves. In a short period of time he learns 
that the man nailed to the wood is God who came to Earth to 
suffers rorsvalls people.) Pi ansis®sceptical: Ywhy should-a 
white man, even if he is God, suffer for the Chinese?" His 
interpretation of Christianity is cuite different from what 
he is taught: 

Nie, nie) spodobai sie P*anowis ten potulny bd6dg. 


Najwidoczniej przekupili go bogacze i cesarze, zeby 
namawiat lud do postuszeristwa. I bié mdédgt sie z 
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pewnoscia dawaé dla przyktadu, ile dusza Zapragnie. 
Przeciez, skoro to naprawde bdég, to go nie bolato. 
I umiera¢é na pewno mdégt, ile razy mu sie podoba. 
Nie, nie mozna wierzyé takiemu bogu. Taki bég — 
EOMOSZUSt, Balpe 85) 


The same device of "making it strange" is used by 
Jasieriski in the description of socialism. When P'an reads 
about the "heresy of Socialism," he draws an analogy between 
socialists and early Christians: | 


Sa ludzie, sekta, ktdérzy zechcieli wszystko mierzyé 
praca. 4Zasada, jak u Swietego Pawta: ,Kto nie 
pracuje, niechaj nie je". Odebraé bogactwa wszystkim 
bogaczom i uczynié je wtasnogcia powszechna. 
Znidéstszy wtasnosé prywatna wydzielaé kazdemu wedle 
Ego pracy. mn( peo 0) 


iieepresentattonmonr the gchild'spinnocentivision of 
the world is one of the methods of "ostranenie" employed in 
Pale Paryz. Another one is the metaphorical description of 
the surrounding reality, in which familiar objects are 
transferred into a new sphere of perception. This type of 
"estrangement" abounds in the opening chapter, depicting the 
city landscape. Here is a picture of Paris flooded with 
rain: 


Nad wieczorem lunat deszcz i pod chluszczacymi 
strumieniami wody twarde kontury przedmiot6w zafalo- 
waty tagodnie, wydtuzajac sie w gtab, jak zanurzone 
WeWattkiMy= przez roczyst yimenunciesede. we 

Szerokim wawozem tozyska, z szumem elastycznych 
tusek opon ptynety sttoczone stada dziwacznych 
zelaznych ryb o ognistych, wybatuszonych Slepiach, 
ocierajac sie o siebie pozadliwie bokami w obtokach 
biekitnawej ikry benzyny. 

Wzdtuz stromych brzegdédw, poruszajac sie z wysit- 
kiem, jak nurkowie w przezroczystej galarecie, 
brneli otowianostopi ludzie pod ciezkimi skafandrami 
Darasolilane(a 164) 
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The rain transforms the city streets into ANSE, Geb cope 
"huge, iron fish with burning eyes." People walking on the 
“Shady, steep banks" resemble divers, because of their 
clumsy movements and their "umbrella helmets." 

In general, the city resembles the sea: its noise and 
constant movement recall the rise and fall of the tide: 


Miasto huczato po dawnemu w swoich wiecznych przy- 
ptywach i odptywach. (p. 29) 


Pewnego wieczora nagty przyptyw wyrzucit go z bul- 
wardéw na Montmartre i cisnat nim o oszklony przed- 
Sionek wielkiego music-hallu. (p. 30) 
Like the waves of the sea, the crowd carries away helpless 
individuals. This happens to Pierre on the fourteenth of 
July when Paris celebrates the anniversary of the Great 
French Revolution: 
Naptywajacy tium zepchnat go na jezdnie, naptywajace 
auta odrzucity go na watta kamienista WVSCDKCy © omer 


(p. 40) 


Ciepte fale zmyty go jak drzazge i poniosty, bez 
busolienarvoslep. (ps 641) 


On the whole, the metaphoric system of pole ekalyzeis 
sustained in the same Futurist tradition that determined 
Jasieriski's early poetry. Jasieriski emphasizes the hostility 
of the city by equating it with a jungle where "Savages bury 
their spears in the hearts of the lanterns," and where the 
pavement is made of the "scalped skulls of the crowd buried 
alive": | 


Nagi, chropowaty bruk — tyse, oskalpowane czaszki 
zywcem zakopanego tiumu — spotkaja je dtugim 
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krzykiem-tomotem, podawanym z ust do ust przez nie 
koriczaca sie nigdzie dtugo$é wyobrazalnej love 
Trotuarami przebiegna czarni ludzie z dtugimi 
wiéczniami, zanurzajac ich ostrza w drgajace jak 
ptomykesercarydatarni«. © (p./13) 

As in his earlier poetry, Jasieriski "degrades" Nature 
by means of appropriate prosaic associations. Thus the sky 
is described as "an American flag with stars as the Sieatesua 
or as white space "licked by the tongues of searchlights." 
Nature is often endowed with animal features; the rain 
"touches Pierre's face with its wet paw," while the raindrops 
are identified with "the cold spray falling down from the 
Great Bear, when she shakes her fur after her evening bath": 

Seances basenem nieba Wielka NiedZwiedzica 

otrzepywata swa potyskliwa siersé po wieczornej 

kapieli i chiodne bryzgi leciaty na ziemie. (p. 28) 
The last metaphor is based on a play on the two meanings of 
the words "Wielka NiedZwiedzica," as a female bear, and as 
the name of a constellation. 

Although most of the metaphors introduced into Pale 
Paryz describe the urban landscape, there are also metaphors 
that serve as a means of characterizing the protagonists. 
The portrayal of Rabbi Eleasar, for instance, is based on an 
analogy with a flat-fish. Like the flat-fish whose eyes 
look upwards, the Rabbi always looks towards the sky. He 
sees many things not perceived by ordinary humans, but 


misses the simplest things on earth: 


Rabi Eleazar ben Cwi ma swoje osadzonych blisko 
Siebie oczu i oczy patrza zawsze w gqére, beznamietne, 
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malerikie, blizniacze, obrécone ku niebu, w ktdérym 
zdaja sie widzieé jakie$ dla nich tylko dostrzegalne 
rzeczy. Od nieuzywania organu organ zanika. Rabi 
Eleazar ben Cwi widzi wiele rzeczy niedostepnych 
ludzkiemu wzrokowi, a nie widzi tych najprostszych; 
ma tylko jedna strone — te, zwrdcona do nieba, a 
tej obrdéconej ku ziemi — w ogdédle nie ma. (p. 126) 


A series of metaphors about fear depicts the feelings 
and the inner state of David Lingslay. Every morning he 
wakes up with the animal-like fear that he has caught the 
Plague. ether fear; like a released Spring, “jumps to his 
throat, and has to be pushed by the fist into its closet": 

Co dzien budzit sie z tym instynktownym strachem 

zdrowego, muskularnego ciata, przeczuwajacego w 


zwierzecym leku chwile, w ktérej pewnego ranka, 
obudzi go gryzacy bé6l w dole brzucha. ... 


- « - jak odprezona sprezyna ciskat mu sie do 
gardta strach, ktdéry wciskaé trzeba byto dopiero 
pieScia do jego komérki, gdzie przyczajony przebywat 
az do nastepnego rana. (Domes) 

INesECatatseso strong that 1t causes a Decui Tarbes ltt eor 

personality: on the one hand, a forty-year-old man, governed 

Cyecitinai si notincts, Onatne other: Mr. Lingslay, obedient to 

the accepted rules of behaviour. The sober and 1fogicaleMr. 

Lingslay accepts his fate, while the forty-year-old man 

"bristles up," and "gives a long howl like an animal looking 

for something to hang on to": 

Czut cos czarnego, $liskiego, oblepiajacego mu juz 
eztonki i ryczat przeciagle jak zwierze, pdki mister 
Dawid Lingslay nie zatkat mu reka ust. (p. 229) 
Czterdziestoletni pan nie byt w stanie rywalizowaé 

Z logika wywod6éw mistera Dawida Lingslaya i gtuchyn, 


zwierzecym instynktem szukaé zaczat kurczowo czegoS, 
O cO mozna by sie zaczepié, jak mieczak czujacy 
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zblizanie sie fali, ktéra go zmyje, szuka goraczkowo 
wystepu, chropowatosci skaty, aby do niej przylgnaé 
Teprzetrwacies (Demme 3c) 

Elsewhere metaphors create more complex characters. 
thesdesperatessituationsof aujobless. Pierre is emphasized by 
a number of metaphors about hunger. When Pierre begins to 
feel hunger he compares it to "a dog charging at the door of 
his mind and scraping at it with its paw." Later on when he 
is completely beset by hunger, he thinks of hunger as 
building a nest in the cords of his guts: 

Cierpki, cierpliwy gidd, warujacy daremnie u drzwi 
Swiadomosci poczat psim zwyczajem skrobaé w nie 
LOD ces eeen Dice i+) 
W powrozach wnetrznosci, jak mewa w poplatanym oli- 
nowaniu opuszczonego statku, utkwiit sobie gniazdo 
Stary, Zadomowiony gtd6d, nie opuszczajac go ani na 
chwile. (ora) 
Jasieriski conveys Pierre's feelings of isolation and complete 
disorientation by metaphors that describe the actual working 
of his mind. His thoughts are "tangled and winding like the 


city streets on which he roams": 


MySli ktebity sie zawiktane i krete, jak uliczki, 
POeKtory chetenaz biadzit les (p.. 23) 


Ospate mySli, watesajace sie po powierzchni leniwe 
podmuchy, przemykaty obok tego miejsca instynktownie 
na palcach, jakby obawiaty sie trafié w prdéznie. (p. 46) 
In his description of the desperate thoughts of his 
protagonist, Jasieriski is close to Knut Hamsun's treatment - 


of the hunger theme in Sult (Hunger) .+ Centring around the 


psychological experiences of a young writer practically 
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Starving to death, Sult portrays all the phases of hunger, 
from its first symptoms to eventual hallucinations. In 
comparison with Jasieriski, Hamsun is more naturalistic in 
his description of hunger; he stresses the physical sensa- 
tions of a Starving person: "Hunger put in its appearance 
afresh, gnawed at my breast, clutched me, and gave small, 
sharp stabs that caused me pain."+? 

Moreover, Hamsun is not interested in the social 
aspeceUBOleunger mDuteltsserfects) on the psychology. sult 
abounds in passages describing the protagonist's mind, some 
of them similar to those in Pale Paryz. Jasieriski's metaphor 
of Pierre's "dim and feverish thoughts that fly away like 
flushed pigeons, leaving a complete emptiness and a flapping 
of wings in his temples" corresponds to Hamsun's "whenever I 
had been hungry for any length of time it was just as if my 
brains ran quite gently out of my head and left me with a 
vacuum" or "I felt a scorching heat in my head, and something 
pulsated in my temples."14 

There is also some Similarity in the erotic descrip- 
tion of city life which illustrates the hostility of the 
city towards the protagonists. In sult ethetprotagonist de 
appalled by the sensual laughter, panting breaths, which 
turn Carl Johann Street into "a swamp, from which hot 
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vapours exuded." in Pale Paryz thei whole ‘of ‘Paris turns 


into a sexual orgy. The cars resemble rutting dogs; the 


Stars look like "the advertising lights of sky motels, 

inviting lost souls longing for love": 
Przez dziury w ptachcie widziat nad soba gwiazdy 
mrugajace w gdérze, zapalajace sie i gasnace na 
przemian za pocisnieciem niewidzialnego kontaktu, 
jak reklamy odlegtych niebiariskich hotelik6w DrZzy— 
wotujacych w swe bramy spragnione mitosci parki 
zbtakanych w przestrzeni dusz. (p. 42) 

Surprisingly, the Soviet literary critics excused the 
formalism of Jasieriski's artistic devices on account of "the 
ideological clarity of the content." Pale Paryz was praised 
for its "exposure of the capitalist world which showed the 
necessity of political struggle": 

B WesIOM xe POMaH CBUQETeCHNBCTBYeT, UTO AceHCKHH 

OBJIanesI CpeQcTBaMH TeXHHKH NepeNOBOTO 6bypxya3HOLO 

HckyccTBa, HW B TOH Mepe, B KaKOH ero poMaH BHTO- 

HHJI 3anauy OTpulaTeNbHyW, Z3anauy xynoKecTBeHHOTO 

OONHYCHHA KanNuTanucTuuecKkoro Ilapuyxa, ycnex AceH- 

ckoro 3HauuTeneH.16 
The chief objections concerned the unperceptive DCL Gray aleor 
the working class. The reviewers criticized Jasieriski for 
the unjustified isolation of Pierre from the rest of the 
workers, as well as for "schematism in the depiction of the 
proletarian collective": 

COOLITHA DawTcaA B IIpeycTaBNeHHu MponeTrapua, nouTu 

MeKIAaCCHPOBaHHOTO, BHIOPOUeHHOTO 6e3pabOTHUeH Ha 

yruuy Hapuxa, B STOM ODMH H3 HeDOCTaTKOB Bellu, 

NepesIOoMsIeHHe COOHTHH B CO3HAHHH pabowero KonNeK- 

THBa 3HAUHTEJIBHO yBeNMUHIIO OH UeHHOCTH KHUru.t7 

Fat more ‘critical of the book! were the) Polish leftist 


critics who considered Pale Paryz "an attempt to indoctrinate 


the proletariat with foreign ideology": 
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"Pale Paryz" to wyragne zboczenie, to prdéba wniesie- 

nia do Srodowiska proletariackiego zupetnie mu obcej 

i wrogiej ideologii apokaliptyczno-moralizatorskiej. 18 
Such was the opinion of Jan Wolski, who drew an analogy 
between Pale Paryz and the Biblical Apocalypse, equating 
Paris with Babylon, the plague with the pestilence sent by 
God, communists with the chosen peoples #Herconciudedethat 
Jasieriski's book was a warning to the bourgeoisie against 
coming disasters: 

Zamierzona byta ponoé powieSé rewolucyjna, wyszia 

zaS Z warsztatu literackiego powiesé apokaliptyczna, 

nadajaca sie bardzo dobrze do Lego aby sburzuaz ia 

potraktowata ja jako moralizatorskie ostrzezenie 

przed grozacymi jej kleskami. 

Under the influence of such criticism Jasierski 
Gecidedstoicorrect thesideological Shopecomings yor, hisenovel 
and in 1934 published a new, revised version of Ia zhgu 
Parizh,-° Hesaccepted the Marxist belief that. fiction is 
bound to reflect the rules that govern objective reality, 
and subordinated the material of I Burn Paris to the Marxist 
interpretation of the class struggle. 

The most drastic changes involved the plot of the 
novel. First of all, Jasieriski revised the plague motif. 

If in the original publication the plague was started by a 
desperate individual, in the second version it was Spread by 
the French government, which did not hesitate to use the 


most drastic measures to strangle the revolution. [In the 


1934 version Pierre becomes a blind instrument of the 
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government; he is not even aware of the contents of the test 
tubes which he is ordered to empty into the aqueduct. The 
meaning of this transformation is obvious: the true perpe- 
trator of the plague proves to be the bourgeoisie and not 
the worker. The revolution does not begin with the revolt 
of an individual but is a result of the class struggle. 

The second major change involves the Origin= of the 
Commune. In the first version, the Commune is established 
by the ex-prisoners, who escaped the plague by using a 
different aqueduct. The choice of the prisoners as the 
builders of the Commune carried the risk of a vicious 
interpretation—the identification of the revolution with 
the revolt of criminals. In order to avoid such an inter- 
pretation Jasieriski excluded the prisoners and depicted the 
Commune as the work of the proletariat guided by the Commu- 
NiSt party ; 

The same consideration for ideological clarity 
brought Jasieriski to revise the characterization of some of 
the protagonists. In the case of P'an, Jasieriski excluded 
the racist attitude towards the whites. According to the 
original, P'an issues a decree to exterminate all whites as 
carriers of the disease. In the new version, this rule 
applies only to the white Fascists, while the rest of the 
white population is allowed to stay in the Chinese Republic. 


Along with the major changes of plot, the second 
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version contains a number of new details which bring the 
action of the novel closer to contemporary events. This 
includes some references. to the Fascist ideology, the secret 
deals of Western governments, the role of the French news- 
paper L'Humanité, and others. 

On the whole, the second version is inferior to the 
first. The changes made because of purely political consid- 
erations often weaken the artistic effect. The plot of the 
1934 version develops so straightforwardly that from the 
beginning it is obvious who the characters are and what will 
be the outcome of the story. The second version contains an 
unnecessary Second prologue which tells the reader what is 
going to happen. The artistic effect is also weakened by 
the exclusion of many metaphoric descriptions and passages 
that "estranged" reality and added to the novel's unique and 
Original style. 

Pale Paryz was Jasieriski's first novel completely 
subordinated to the task of political propaganda. Jasieriski 
himself wrote in his autobiography: 

Bce ocTpee olymlaemanx NOTPe6HOCTB MPHHHMATb AKTUBHOe 
yuacTue B pa3BePTHBanWWuXCA BOKPyr KJIaCCOBHIX 6OAX 
MOCPpe€NCTBOM HeEOTPa3HMOTO OpyKUA XyDOKeCTBEHHOTO 
cylobBa 3aCTaBHYNa MeHA 3aA6POCHTb CTHXH H CeCTE 3a 
Mpo3y. PesynbTaTOM TpeXMECHUHOH Pa6bOTH HM ABHIIOCh 
Moe MNepBoe Nposavyeckoe MpousBeneHHe — poMmaH ,Al 
ary Tapwx". 


Here Jasieniski claimed that Pale Paryz was his first prose 


work, while in fact it was preceded by Nogi Izoldy Morgan, 
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a story published in 1923.2 Jasieriski's "renunciation" of 
Nogi reflected his new attitude towards literature. Bye 1 
he had become convinced that literature had to serve utili- 
tarian tasks, and Since Nogi was free of any social or 
political issues, he simply "forgot" to mention it. 

Nevertheless, Nogi Izoldy Morgan was an important 
work in Jasieriski's literary career. It wineeeee his 
definite break with Futurism. In it he indicates his disap- 
proval of the Futurist cult of technology by showing how the 
materialistic world disintegrates under the impact of an 
explosive Ppocane Or experience. Engineer Berg begins as a 
devoted Somer of the machine, but eventually he comes to 
fear it. The cult of the machine leads to anSanicy . 

As Edward Balcerzan pointed out, in Nogi Jasierski 
criticized Futurism from the perspective of Expressionism. 
Expressionism provided him with an Opposing ideology that 
allowed him to "annihilate" Futurism. But while Chere icd ng 
Futurism from the perspective of Expressionism, Jasieriski 
did not declare himself in favour of the latter. He simply 
Showed that the antinomy between the two was not absolute— 
mysticism and insanity, the integral elements of Expression- 
ism, also live in the Futurist ideology. 73 

Expressionism left an impact not only on Nogi Izoldy 
Morgan but also on Jasieriski's later works, especially on 


Bal manekenov and "Nos." Like Nogi, they are based on the 


Alps) 


tt | - ae oe 
* 


. 
. y - hye 


, 


"no Lig ic ice”: BF PAO eKeE* $5 §8@, ot-bedebidug qragas| 
reeh:-< vieyotee siaewo: 0h9 2998 San att terol i 
~ owtis ot Bed wkoenier (2 tate Rebmiv oes eed of 


S Yyis oOo ‘ther Lou e222 brs ereeey antes 
2 ; 7s" ville oi ,esurees isoistiog : 


‘a5 
a 
Say ti ; (ost Jgo ,waelentsueye® 


comignitiw 2 ere ‘agegl, a* Lieto bast ei tows a 
iebhitwk on ob a’ eit wt dole Aerts atinkies 
ipciawtets to tiug, gassed ottd “80 Savoury 
vetabai® ti<ew cit atin ktesam 
3 . ats iroqes to siproid svieoigaes 
~~ stud ,arivigns 647 To, 2475 Sss0veb 
| rhpat aha 240 Rel ate et: Ge 
— Wwe Batt fed Lanes Lad wigvha eA = - te 
~~? 3H tv iduegeteg BAe Bex patapyest hexity tea 
ranqya ns @aey mn Beblvowy ootno red eaapel = 
oidine aici. +08 nies / Sac Seay aS mid bewolien © 
bagveies & (jqnseeewiia IS ett pyeenaee ‘ote oeorxkt catia 4 
gleaerie a ratgal_ ef2. to teovet ae tigsmuirl gmsidead: Jc is ; ; 
—pelixiceta toc a6 co oa? romagadt | ie 


eee bre airat; +d arsicedilne? rei 


grotesque deformation of reality, and play with absurdity. 
But now the grotesque is subordinated to didactic purposes, 
As befits a Socialist Realist, Jasieriski uses literature as 


"a weapon of the class struggle." 
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CHAPTER V 
JASIENSKI AND SOVIET LITERARY LLFESLI29=11934 


Jasieriski arrived in the Soviet Union in the middle 
of 1929, at the time when many of the DiCerary sOreupsmtiac 
had come into being during the 1920's still existed, but 
were being gradually absorbed by the powerful RAPP, the 
Russian Association of Proletarian Writers.+ Claiming to be 
an organization that "carried out a line in literature 
closest to the line of the Party ,"* RAPP had assumed leader- 
Ship of the whole proletarian movement and had laid down 
policy eye LNeswoiole Ofesovletellteratures 

Applying the principles of dialectical materialism to 
literature, the RAPP critics insisted that realism was the 
literary expression of materialist philosophy, and that the 
dialectical requirements meant that life had to be shown in 
movement. Literature was required to objectively portray 
reality and to reveal the inherent contradictions in society 
and in man himself. The writers had to comprehend the world 
from the point of view of the proletariat and to influence 
the reader in accordance with the tasks of the working class: 

TponeTapckoh, MH CUHTaeM, NHTepaTypy, NO3HaWLyO MUp 
C TOUKH 3peHHA NponeTapuatTa wu BOSTeENCTBYWLIyW Ha 
unTaTenehH B COOTBETCTBHH Cc 3amgauamu pa6bouero Kacca 
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OObeEKTHBHOCThNH MO3BHAaHAa XYDOKHHKOM cCOlUuMvanbuHan 
HeucTBUTeNbHOCTE, 


The most important task of Soviet literature, accord- 
ing to the RAPP critics, was to aid the proletariat in the 
building of socialism. At a time when Soviet society was 
gsraedinete on the First Five-Year Plan, the role of the artist 
was to help raise mass consciousness and to mobilize the 
masses for socialist construction. The RAPP critics advo- 
cated the theory of "social command," understood as specific 
assignments to be executed by writers, who were ungedectongo 
to industrial construction sites and to collective farms, 
and to describe them in factual sketches or novels.“ The 
new literature had to reflect all aspects of the Five-Year 
Plan—the industrialization, the collectivization, but above 
all the formation of the new man. The depiction of the 
"living man" became the top priority for Soviet writers. 
Literature was expected to show the complex human psychology, 
with its contradictions and conflicts, instead of the 
schematic portrayal of stereotyped human characters. Since 
the "living man" was considered a complex of contradictory 
qualities, the task of the new literature was to reflect 
both the good and the bad sides of his character. The 


5 Grom*the -bad in 


writers were urged to "tear off the masks" 
man and to reveal the "old" psychology that still existed in 
the new men. The slogan of "tearing off the masks" encour- 


aged the writers to show not only the achievements but also 
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the shortcomings of the new Soviet society. 

The slogans of "social command," "for the living man," 
and "to tear off the masks" were devised in order to guide 
and inspire the proletarian writers, but in a short while 
they became the aesthetic criteria used by the RAPP critics 
in evaluating the whole of Soviet literature. The writers 
who subscribed to RAPP theory were praised and glorified, 
while those who did not were denounced as "counter-revolu- 
tionaries;" =iclass enemies," and "traitors." In 1931 RAPP 
put forward a slogan "ally or enemy," suggesting that 
neutrality and non-political views in an author were a mere 
sews Hor evading active participation in the construction 
ofssocialismyr “The fellow-travellers® were given an ultimatum 
to join RAPP or to be classified as enemies: 


HO BO BCAKOM cylyuae TONBKO DBE BOZ3MOKHOCTH CTOAT 
nepegq NONYTUWKaMM: HIM COW3SHHUK HH Bpar. 


RAPP's clannishness and intolerance towards outsiders 
and especially towards fellow-travellers were the main 
reasons for the liquidation of RAPP by the Decree of April 
23, 1932. While recognizing RAPP's important contribution 
to the development of Soviet literature at a time when 
literature was still under the influence of certain alien 
elements, the Central Committee of the CPSU decided that 
"now that the cadres of proletarian literature have had time 
to grow, and the new writers have come forward from facto- 


-ries, plants, and collective farms, the framework of the 
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existing literary organizations has become too narrow and 
holds back the serious growth of literary creation." The 
Central Committee resolved to liquidate the Association of 
Proletarian Writers and to unite all Soviet writers into a 
single Union of Soviet Writers: 
B HacTOAlIee BpeMA, KOTa ycnesM ye BEIpPACTH KagpH 
lpoyieTapCKOH NuMTepaTyph WU UCKyCCTBa, BHOBUHYNUCh 
HOBHIe NHCaTesIW H XYHOKHHKH C 3aBONOB, @abpuk, 
KOJIXO3OB, PaMKH CylieCTBYyWlMNxX NMTepaTypHO-xynoxKectT- 
BeCHHHX OPpraHH3alunwH (BOAITIII, PAIN, PAMII, u gop.) 
CTAHOBATCH yxKe Y3KHMH HM TOPMO3SAT CepbeSHHH pasmMax 
XyYHOKECTBEHHOTO TBOPUECTBa. 

The task of working out practical measures for 
creating the Union of Soviet Writers was entrusted to the 
Organizing Committee, whose members represented various 
creative groups and movements, with Maxim Gorkil as honorary 
chairman. The Orgcommittee initiated a long and heated 
discussion on the character of the future Union and on the 
method of Soviet literature, which culminated in the First 
Congress of Soviet Writers in Moscow in August 1934. The 
Congress officially accepted Socialist Realism as a method 
of Soviet literature and defined it as "a EYUtCN TU Ls COLL 
cally concrete representation of reality in its revolutionary 
development": 

CouvanucTuyueckuHh peamu3M, ABNAACb OCHOBHBIM MeTOTOM 
COBeETCKOH XYHOKeECTBEHHOH NHTepaTypH u WHTepaTypHoHu 
KPHTHKH, Tpe6yeT OT XYHOKHHKA MpaBONBOTO, UCTOpuUe- 
CKH-lpaBQHBOTO H306paKxKeHHYA DeEHCTBUTeCNbHOCTH B ee 


PCBONMUNOHHOM pa3sBUTHH.? 


_Such a definition was suggested by A. A. Zhdanov, the chief 
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Party spokesman at the Congress. JZhdanov stressed in his 
Speech that the Soviet writer has "to know life in order to 
depict it truthfully in works of art; totdepicthit’ not 
scholastically, not lifelessly, not just as "objective 
reality," but to depict real life in its revolutionary 
development": 

STO 3HAUHT, BO MepBHIX, 3HATb KH3Hb, UTOGEI YMeTb ee 

NpaBOMBO H306pa3uTb B XyDOKeCTBeCHHEHX MIpOW 3BeDeHHAX, 

H300pa3suTb He CxXOaCTHYeCKH, He MepTBO, He MpocTo 

Kak ,OObCKTHBHYW PeabHOCTb", a H306pa3uTb FeucrBu- 

TEJIBHOCTb B €€ PEBOOUMOHHOM pa3sBUTHH. 
Truthfulness and historical concreteness of artistic depic- 
tion, continued Zhdanov, must be combined with the task of 
ideological remoulding and reeducation of the working people 
in the spirit of socialism: 

IIpH STOM NpaBQHBOCTb uM UCTOpHUeCKad KOHKDeETHOCTB 

XYHOKECTBEHHOTO H306paxkeHHA TOJDKHEI COUeTATECA Cc 

Sanmauew HOeCMHOM NepenenkKuH H BOCNUTAaAHHA TDYDTAWUXCA 

Jeu B Oyxe couvanu3mMa,. 

The basic requirements of Socialist Realism were 
reflected in the term itself, combining the literary concept 
"realism" with a political term "socialist." The choice of 
realism as the artistic method for Soviet literature was 
determined by the Marxist premise that the prime function of 
abCpiSethercognition of reality. The task of literature was 
the truthful depiction of reality, based on the principles 
of verisimilitude and probability. But what was more 


important, literature had to reflect the contradictions of 


social development and the future directions of its evolution. 


141 


sof ae 


i os 
“0 1 ‘ yaat sa pomp hit ° scene ond: on 7 
64) aeteeo of otet aopdad” ead eookee saivoe sé-cend th 

2m, i -otaeh Gs —oue lo exnt087 sak irene oe 


wei santa’ an G@egE°tor .' eee. othr som i¥ 


Se 


on 


rvmevoe Bee mi extt-taet tosgearce sus "8a a 
, 
<samogodiore! 
- 
wv eberve (dvece ¢retig ,.taagau oe  eene ond: . 
Aetries Seas Ts pew ws put nytots cat CRE 
"y ergs wu . ety erTgeniee en- St ecAgeGeRi® eh 
ae 


hie Re. uth QUese w »  *Preresseqd- eH CRTI 9d, BSR 
~~ SESS MORETTI SS oes @ TOAST, 


1) evengde zeae? tog ticdm ait Bre. snontanee 
fast. ett cite baccdags of 2em » Won fet boar! sagem i 
ee si eae 3 vitgenrtaey hag og Ri momen ieotpokoath: 
. we liaciaaa-te- stntqa ati we a 
HOUMA MATa.» AIReee Mare. wef 
\ pipe ee ly nex } heeded A paeere ae ) Po 

ere ee. Meee” ay SF AKO : ie Ate aia tet TOURS. 
Am Sink MARRS aaah € 


| shinet ebhe bap hey suse bUNO 3 atase ont ~-— 
igo yrowedet adhd ahwiieon task ates seis ak ; 


a 


. 


sigs 
Ss \antods att, “,dabteteed’ wag laobaiteq © dgiw eileen 


aie aeytuned tl jabyed: 46% men ee —_ 1 
anal oatsy ‘ots sents os eand de i ae ne , 


atk Soe Lat 
= a a 


coy 


142 


This last requirement was enclosed in the concept of Mtypi— 
cality" taken from Engels' definition of realism: "Realism, 
to my mind, implies, besides truth of detail, the truthful 
reproduction of typical characters under typical circum- 
stances." 

If "realism" in "Socialist Realism" stood for the 
truthful depiction of reality, the adjective "socialist" 
implied the necessity of the critical evaluation of reality, 
and of the expression of the interests of the working 


people.?? 


Soviet literature had to be tendentious, argued 

Zhdanov, Since this tendency would "liberate the workers and 

the whole of mankind from the yoke of capitalist slavery": 
Wa, Halla WuTepaTypa TeHOeHuHO3HaA, HW MBI TOPOUMCA ee 
TEHOCHUMO3SHOCTbHW, NOTOMY UTO Halla TeEHOeHUUA B3aKIW- 


waeTCA B TOM, UTOSH OCBO6ODHTB TDYOAWHXCA, BCe 
ueIOBeuYeCTBO OT ura KaNMTamucTuueckoro pa6dcTBa.l4 
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Jasieriski was not an indifferent observer of all that 
was happening in Soviet cultural and literary life during 
the years 1929-1934. Immediately after his arrival in the 
Soviet Union, he became actively involved in political and 
organizational work. Without any hesitation he joined the 
Russian Association of Proletarian Writers and was elected 
to the Secretariat of the Moscow section. When in 1931 RAPP 
established Proletarskaia literatura, a new journal devoted 


_ to the problems®of Marxistrditerary theory and@criticism, 
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Jasieriski became a member of its editorial board.?° But 
Jasieriski's most fruitful association with RAPP was his work 
in the International Section, called MORP (Mezhdunarodnoe 
Ob"edinenie Revolfutsionnykh Pisatelet) .+® 

At first, Jasienski cooperated with the Polish 
section, and was in charge of its periodical Kultura Mas, 
whose task was to involve the Polish minority living in the 
U.S.S.R. in the creation of a new proletarian literature.?/ 
Kultura Mas was to educate the young Polish workers and 
peasants to become conscious proletarian writers. The 
periodical published the best works of the young writers and 
offered friendly criticism of their defects and shortcomings, 
especially of any language containing Russicisms or ungram- 


matical expressions.1® 


Kultura Mas devoted much attention 

to the development of Polish literature in Poland; it praised 
works expressing "progressive ideas," and exposed the Fascist 
ideology in others. While working as the editor of Kultura 
Mas, Jasieriski often expressed his scepticism as to the 
possibility of the formation of a Polish proletarian litera- 
ture in the Soviet Union. He believed that true Polish 
proletarian literature could be created only in Poland 
itself, not abroad. His views were considered reactionary 


and "national-opportunistic,"1? 


and in 1930 he was replaced 
by Jan Nejman. 


Jasieriski's departure from Kultura Mas coincided with 
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his taking over the post of chief editor of Literatura 
mirovoi revoliutsii, an official organ of MORP, established 
at the Second Conference of Revolutionary Writers in Kharkov 
in =November 1930. During its two years of existence, 
Literatura mirovol revoliutsii proved itself an orthodox 
executor of the MORP policy. It accepted for publication 
Onl yetiesworks@oteso-called|! proletarian” writers),.above) all, 
those dealing with certain "proletarian" themes, such as the 
life of the workers, episodes of the class struggle, the 


gloomy existence of the jobless. 2° 


The editors were always 
eager to emphasize the proletarian origin of the published 
authors and the social meaning of their works. Most of its 
Cpitical anbivcies dealteawith proletarian literature in 
different countries and with the way many "progressive" 
writers had eventually become proletarian.t The periodical 
also repeatedly criticized Le Monde and its chief editor 
Henri Barbusse. One of the severest critics of Le Monde was 
Bruno Jasienski himself, who was convinced that the French 
newspaper had changed "from a bastion of revolutionary 
thought into a petty bourgeois auction of ideas." In an 
editorial, under the characteristic title "Po naklonnoi 
ploskosti" (On an Inclined Plane), Jasieriski wrote: 
YBIIeKaACb unmW3HeH 3aAMACKUPOBAHHOTO BO3SHeCHCTBHA Ha 
MeJIKOOypxya3HyHW HHTeNNHUTeHUNW Banana, Monn He3amMeTHO 
CaM CTajl O6beKTOM BO3SHeEHCTBUA CO CTOPOHHI MenmKO6yp- 


KYASHOH CTHXH, H3 SACTHOHA PEBONHWUHOHHOH MEICHH OH 
MpeBpaTHJich B MeJIKOOyYpkKya3SHHH AayKUHOH HuoeH. 
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The aggressive tone of Jasieriski's article reflected the 
typical MORP tendency to criticize ruthlessly any deviations 
from their general policy for international proletarian 
literature. Like RAPP, MORP had assumed dictatorial powers 
and had laid down the policy which all proletarian writers 
had to follow. After the disbanding of all literary organ- 
izations by the Decree of April 23, L9s27e3runoewas tenski 
self-critically spoke of a special "MORP-ish clannishness 
which in some respects had been possibly stronger than that 
of RAPPeua? | 
Jasienski's involvement in political and organiza- 
tional life did not leave him too much time for creative 
Writing. Besides, he needed some time to learn about Soviet 
life and to overcome the language problem.24 After three 
years@in thessoviet sUnion he published his first Russian 
work, a play Bal manekenov (The Ball of Mannequins), followed 
by a novel Chelovek meniaet kozhu (Man Changes his Skin). 
If the first work was a pungent satire on capitalist society, 
the latter glorified the building of socialism in Soviet 
Tadzhikistan. Chelovek meniaet kozhu was one of the first 
novels to depict the economic transformation taking place in 


the Soviet Union at the beginning of the 1930's. 
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CHAPTER VI 
CHELOVEK MENIAET KOZHU AND THE INDUSTRIAL NOVEL 


At the beginning of the 1930's in the Soviet Union 
appeared a great number of novels depicting the construction 
of new industrial projects. Responding to the RAPP slogan 
“Literature should help the Five-Year Plan," many Soviet 
writers had joined different construction projects, and 
offered sliterary accounts of the country's industrial 
achievements. In 1931 Margarita Shaginian published her 
novel Gidrotsentral' (The Hydroelectric Plant), having first 
crarduad) Her twOseyears *at the construction of the Mizinges 
Hydro-station. In 1932 in the pages of Novyi mir appeared 
Fédor Gladkov's Energiia (Power), the story of the construc- 
tion of the Dneprostroi Dam. The same year saw the publica- 
tion of Valentin Kataev's Vremia, Vpenedie (hime LOrwarde ji, 
and of Il'ia Erenburg's Den' vtorol (The Second Day). Both 
authors glorified the work of the industrial plants they 
visited, Kataev the Magnitostrol Chemical Combine, frenburg 
the Kuznetsk Metallurgical Plant. 

The early Soviet industrial novel developed under the 
influence of two Western authors, Pierre Hamp and Bernhard 
Kellermann. Pierre Hamp (1876-1962), a French novelist, 


followed Zola's literary techniques, as well as his social 
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concerns. Between the years 1909 and 1922 he wrote several 
novels, combined in a series La Peine des hommes (Human 
Drudgery). Most of them were translated into Russian in the 
middle of the 1920's,? arousing the admiration of Soviet 
critics who called upon the proletarian writers "to learn 
from Hamp." Hamp fascinated them with his choice of themes 
and hissrestriction of the plot to the technology of differ- 
ent types of industry. In Le Vin de Champagne he depicted 
the French wine industry, in Le Lin textile manufacturing. 
Le Rail described the details of railway transportation and 
the job and the daily problems of railroaders. Le Cantique 
des cantiques offered a literary account of the perfume 
industry. In all these novels the emphasis was placed on 
the description of the production and fay navel reptetaul processes 
characteristic of the given type of industry. The technical 
data were incorporated into the narrative in the form of 
Statistics, technical calculations and tables. 

The second writer who influenced the development of 
the Soviet industrial novel was Bernhard Kellermann (1879- 
1951), author of Der Tunnel, a science-fiction novel praising 
creative labour that allows the realization of the most 
daring plans.” The plot of the novel centres around the 
constunecuon of a Trans-Atlantic tunnel which would connect 
America with Europe. The tunnel is being built by masses of 


.people under the supervision of Mac Allan, an engineering 
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genius. The climax of the novel is the catastrophe which 
kills many workers and delays the completion of the project. 
But Der Tunnel ends on an optimistic note: the tunnel is 
completed and its official opening is witnessed by crowds of 
people. 

Following the tradition established by Hamp and 
Kellermann, the Soviet industrial novelists constructed 
their plots around the description of construction projects 
or technological processes. Technical matter plays a major 
EOle@Ine the plot of Vrenmia, vperéd! which is essentially a 
chronicle of the breaking of a world record for concrete 
mixing. A detailed description of the technology of pouring 
cement is incorporated into the narrative. Kataev not only 
informs his reader about the general technology of concrete 
mixing, but also acquaints him with the latest achievements 
in this field. He goes as far as inserting an authentic, 
highly specialized article dealing with the production of 
high-grade concrete: 

Heo6xoNuMoO yuecTb, UTO NpH HeENponOMKUTeNbHOM mepe- 
MeCWMBaHHM TlaCTHUHOCTb 6eTOHA MoMyuaeTcA MeHblUan, 

HM NOTOMy Oe€TOH MeHee yOO6eCH ONA paooTH. IipaBgya, 
HYKHy!0 WJIaCTHUHOCTb MOKHO NOMYUYUTb DO6aBNeHHeM BODH, 


HO KaK H3BeECTHO, 3TO CHJIbBHO NOHHKaAeCT NMPOUHOCTE 
6eTOHa (qO6aBNeHHe 10% BODHI B cpenoHeM NOHuxKaeT Mpou- 


HOCTb 6e€TOHa Ha 10%). Upw nepemenumBaHHu B. TeueHHe 
15 cekyHO BMecTO ODHOH MHHYTH NpOUHOCTb 6eTOHAa MOHH- 
wKaeTCA Ha 20% uw Gonbuie, Mpu 30 cekyHo — Ha 10% uw 
6onbue. > 


Like a typical industrial novel, Vremia, vperéd! 


depicts the work of the collective, rather than of the 
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individual. The image of the collective, selflessly working 
in the most appalling conditions, appeared in every indus- 
trial novel written at the beginning of the 1930's. As in 
Der Tunnel, Nature is the antagonist against whom the 


workers must struggle. The taiga, the steppe and the rivers 


resist men, and their opposition comes in the form of floods, 


gales or extreme cold. The image of the flood, endangering 
construction, appears in Sot', Gidrotsentral', and Den! 
vtoroi. In Den' vtoroi the river returns to its old bed and 
endangers the dam. Even stronger is the resistance of the 
taiga: 

Tatra OHNa yupAMa: OHa He NoowNycKana mune. OHa 

CMbIKasIaCb [ylyxoH cTeHouw. HaBcTpeuy MpuuienbuamM ouHa 

WBEIDPAJIa TMraHTCKuYe CTBOH. OHA BUeMNANAaACb B HHX 

KyCTapHHKOM. OHa CyJlanNa B pa3BeOKy OHCTpHeE NOTOKH, 

M 39TH NOTOKH CHOCHNH BCce. 3uMOH TaHry cTOpoxus 

CHer, JIGETOM — Malikapa. Talra uwyBCTBOBana, UTO 

JIODHM XOTAT ee YHHUTOKHTB, H OHA HE CHaBanachb. 
"The taiga was obstinate," writes Erenburg, "it withstood 
mankind . . . But more obstinate than the taiga were men." 
The work at the Kuznetsk Plant continues at fifty below zero 
when metal burns the fingers. The people are dropping from 
exhaustion, but they continue building. 

Since the work at the industrial projects is a 

struggle with Nature, the writers tend to depict it as a 
Military battle. Like Kellermann, the Soviet novelists 


portray the construction as a front line, where workers 


"£ight" for higher industrial tempos. "People were living 


149 


“i Gs ; alec as 
; 4 mi a bs arn ‘ —_ r B sh cto conna ut ys = .é “I 
ae 


eet | . 4 
‘ : * a” ae 
ence doee 
cmd? @f3 ba adtizy me : febxa 


’ 


' 
’ ' 
. 
‘ 
a* 
z 
i 
~ . 
‘ 
2 
1 J 
ry o 
‘ 
} rE 
S 
t 
. 
' 
i ; ics 
¥ 
¥ r - 


ih 


Sagi 


150 


as they did during the war," writes Il'ia Erenburg Ingen! 
vtoroi: 
OHH B3DHBamIH KaMeHb, py6usuM Nec u cTOANH Mo noac B 
JI@NHHOH BOTe, yKpennAA MmnNoTHHy. Kaxqoe yTpo ra3etva 
NevaTasia CBOUKH O NOGenax MH O NPOPHBax, O NMyckKe 
AOMHE, O HOBHIX 3aslexkax PyDb, O NOO3eCMHOM TyHHese, Oo 
MOWH MOPraHOBCKOTO KpaHa. OHM yCcTaHaBNUBanu HOBHIe 
PekKOpip, HW B OOJIBHHWAX OHH JIeKaNH MOUAaA C OTMOpOKeH- 
HHIMH KOHCUHOCTAMH. 

At this point the similarities between the Soviet 
industrial novel and its Western counterpart end. The basic 
difference lies in the replacement of the GlorEntcationgor 
technological progress by the apotheosis of labour under 
Socialism. The Soviet writers stress the educational value 
of labour, which transforms workers into conscious builders 
of socialism. The workers slowly change their attitude 
towards labour, from the commercial to the ideological and 
the unselfish. 

The process of reeducation by labour involves, first 
of all, large masses of peasants who, DY ebpabtitcipaca onmin 
collective labour, can be changed into industrious workers. 
Such a process of transformation is depicted in Gladkov's 
Energia, where the seasonal peasant workers are won over by 
a team of young Komsomol members who arouse their pride in 
achievement with praise and encouragement, and shame the 
lazy ones by example. The easiest to win over are, however, 


the young peasants, for whom work at the project is the 


beginning of a new life. In Energia Prokop leaves his 
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father's home and goes to the construction site; in Dene 
vtoroi Grunia, the daughter of a kulak, joins the Komsomol 
and becomes a conscientious worker. 

The satisfaction derived from creative labour trans- 
forms not only backward peasants and workers, but also some 
members of the old intelligentsia. This is the case with 
engineer Kriazhich who is transformed from an indifferent 
observer into an enthusiastic builder of the Dneprostro1 Dam. 
His transformation begins with his participation in manual 
work, when all the administrators and technicians help the 
workers dig a foundation pit. Kriazhich joins the others 
unwillingly, under pressure put forth by public opinion, but 
soon realizes the satisfaction gained from manual labour: 

Kak TO H€3aMeTHO OH BOWE BO BKYC pa6bOTH, pa3ropa- 
UHJICA, cepoue 3a6un0Cb HaANOpHCTO MH yNpyro, u eMmy 
cTasIo @43HYeCKH PanOcTHO. . . . ‘BH MOMeHT, KOTZa 
OH C H3yMIeHHe NOUYBCTBOBasJl, UTO OH paboTaeT c 
YHOBOJIbCTBUeM, UTO B STOT MHYT OH He NOXOKHH Ha TOTFO 
KpxAxKHUa, KOTOPHHM 6pe3ryIMBo @biIpKan uac Hasan. © 

The Soviet novel also differs from the Western one in 
the subordination of the literary material to propaganda 
purposes. Almost all Soviet novels introduce a fight with 
political enemies. At each of the construction projects 
there is a group of people engaged in counter-revolutionary 
activities, In Il'enkov's Vedushchaia os' (The Driving 
Axle) engineers organize the production of intentionally 
useless axles. In Energiia the wreckers attempt to weaken 


the dam by using the wrong mixture of concrete; they also 
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S€tmetrestosonesof the construction, sectors. (Arson and the 
demolition of machinery seem to be the favourite methods of 
industrial saboteurs. Arson occurs in fnergiia and BOL, 
while the deliberate destruction of machinery takes place in 
Vedushchaia os' and Den' vtoroi. Although the aim of the 
sabotage vis sto stop production,or construction, it succeeds 
in causing only temporary delays and slight damage. Sooner 
or later the saboteurs are exposed and duly punished. 

All industrial novels have happy endings: the wreckers 
are unmasked, the work of the strong-willed heroes ends in 
triumph, the building is completed, (the plan overfulfilied 
or the record broken. The happy endings were inevitable, 
thanks to the propaganda purposes which were imposed on the 
industrial novel. At the time of the First Five-Year Plan, 
the aim of literature was to "raise the mass consciousness 
and to organize the mass will and enthusiasm for socialist 
construction and the great reforms being carried out."/ 
Literary accounts of industrial achievements in one area 
were to provide incentives for workers in another, the image 
of dedicated and strong-willed shock-workers was to set an 


example to follow. ® 
THE INDUSTRIAL THEME 


Like many other Soviet writers, Jasieriski paid tribute 


PCORtiemrirstalivesyYcarebiangby writing gagnovelegionitying 


pe 
i = 


é die 


iniseyo sele. eit, hedal Smee eo} withliud sia yee: 


-heteund geew detdy seeckepme wiipegegea Sieg: — 
neveget& atl) aff Yo weld - eo G6" sievon cages 


Lao 203 .aslemiae, hee 2y- eee ao watt 
opted OS SUES Cin See ren TRORE oie: farts » pel . ‘pt 


7 
eae 


a 7 


ion iw alanis ieiie Aoksousseage ads 0 909/09 
Qn. 99 Coveted ei? sc of @pag neaténiew to. 
ace a bigag vf enatec oped, .erebiodsat 
\eibdid Seting ay So29 wrtg end scoumidlot: and atid, 

nis edt AodetA ,osmiy. “eG hae s 28 
aciggutésace 2p solesuheng. cose ao ae 

i ceens Jib lie ote oyelel yeeaegme? Yaa pad SRE 
tie gic — Marogks Of 2 ipetat ne ante esntinn ae 
FeDdline, vigqee, ceva ederod Lehadeubes ‘SLA ; aga 7 
aed balliiwepnnada 602 ag H2ew, Srls- _batenmng) eee 


Si) Se Tey apes Wages oh bis .MeAced propa aieige 


on mete aay nuder’ od a: savtexsths Boe 


i" 
an 
wt 
no ci @«teorevedeae err x es emroo 


shen? oda ,outtots. os saranda tod ovkenenet « 


igs 


industrialization. In 1932-33 he published his Chelovek 
meniaet kozhu (Man Changes His Skin), depicting the construc- 
tion of a new system of irrigation on the Vakhsh river.” He 
gathered the material for the novel during his two trips to 
Tadzhikistan, first in 1930 as a member of the Government 
Commission of Demarcation between Tadzhikistan and Uzbeki- 
stan, later as head of a group of foreign writers who 
viswted: Tadzhikistansin 1931; 

The main theme of Chelovek meniaet kozhu is the 
building of an irrigation canal which will provide the Vakhsh 
valley with water, and thus change this dry land into a 
cotton plantation. The task of digging 150 kilometres has 
COgbescarriedwoutein arshort period of «tine, pinuordertthat 
the sowing of cotton may begin early in the spring. 

The action begins with the arrival at the construction 
Site of three American engineers, Clark, Murray and Becker. 1° 
At their first meeting they learn about the difficulties 
hindering the progress of the construction—delays in the 
delivery of the excavators, inefficiency of the transporta- 
tion system, shortage of manpower. They discover incompetent 
leadership and, worse still, sabotage. The plot revolves 
around these difficulties and the way they are. finally 
overcome. 

The first action taken to overcome the crisis is to 


get rid of the old management, which does not believe the 
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canal can be completed on time. The new director Morozov and 
the chief engineer Kirsh know how to stimulate the workers' 
initiative and how to promote the socialist competition 
which leads to an increase in labour efficiency. Thus’ the 
commercial attitude is slowly replaced by an unselfish atti- 
tude toward work. Two teams of excavator men, lOrginstance, 
interchange every eight hours, thus dividing their time 
between work and sleep; a team of Komsomol volunteers works 
Overtime without pay. 

As in a typical industrial novel, the emphasis is 
placed not on the deeds of individuals but on the work of 
the Boece Each individual appears as a member of an 
organized group, and the work of such a group is the centre 
of Jasieriski's interest. The description of the work at the 
foundation pit is very significant in this regard. The men 
begin by blasting, then they start breaking the rock; one 
team of workers loads the wheelbarrows with rock, another 
wheels them towards the excavators, yet another puts the 
load into the excavator bucket and finally dumps it into the 
river: 

Torga B KOTNOBaH CNPHTHYNH JOO H CTanu pBaTb cKasy 
AMMOHAJIOM . . . TOrma Non6eranu OGpyrue, HaBanuBanu 
KaMe€Hb Ha TaukKH HM 6poOCcanHCb 6exKaTb, TONKaA TauKky | 
Bnepeq . .. fMo6exaB DO cTapTta OHH Cc rpoxOTOM onpo- 
KHDbBaNw Tauky, KaMHH Ha JIeTy NOOXBaTHBanu opyrue 
paoouve, WH Tpy3HH B OCKasIeCHHHM KOBLI SKCKaBaTopa. 


Like most industrial novelists, Jasieriski portrays 
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military one. Like the artillery barrage that precedes an 
attack, the sound of the explosion gives the signal to the 
workers to rush down to the pit and "to stab the rock with a 
pick as if it were a bayonet": 

NOTOM BHH3y pasaBasicA NepBHI B3PHB, 3a HAM BTOpOH, 

TpeTHH, BOCbMOH, — pa3MepeHHHe uW IvlyxXHe, Kak 

TyWeuHble BHICTpeJB. SOTO GHIA KOPOTKaA apTusNepuncKaar 

MOOQTOTOBKa Nepeq aTakKoH. U Kora oTrTpemen wectHaz- 

WaTHH BHICTpeJl, JOU CTpemMrmaB KHDaNucb BHU3, KUPKOH, 

Kak WTHKOM, HAUMHaAIW KOJIOTb OllapaWwleHHyt Mopogvy. (pee 57) 
And, aS in a military battle, there are casualties. During 
the work at the rocky embankment the cliff slides down, 
killing one worker and injuring three others. The body of 
the Persian victim is honoured by a whistle from the eighteen 
excavators, like a military salute: 

Ha BOCeMHagquaTH SKCKaBaTOpaxX MpOTAxKHO 3aryuenu 

TrygkuH. U Bopyr, CNOBHO MO TaHHOMy 3HaKy, BOCeMHan- 

WaTb SKCKAaABaTOPHHIX CTpeN Cc NyCTHMH KOBWAaMM B3MeTHY- 

JIMCb BBEPpX MH 3aACTHJIIM, KaK B BOCHHOM CasnoTe. (es 65) 
Thus the construction of the Vakhsh canal is depicted in 
Chelovek meniaet kozhu as a front line, where people have to 
fight and the chief opponent is Nature itself. Nature seems 
resistant to the people's onslaught. The desert and the 
roads try to defend themselves by demolishing the springs 
and the wheels of the trucks: 

Ene TpH roga TOoMy Ha3saq DOporu MTanNucb 3amuuaTbca. 

OHH BOpOoYUaNNCb MOQ KoOIecaMu ap6, yxa6amu 6oOrZanu 

pagMuaTopHl aBTOMO6usIeH, KaK NOMaIT TONECHb Bpary, 

HaCTyNuBLUIeEMy Ha TopHo, (Drm) 


The fight against the forces of Nature is accompanied 


‘by a fierce political and economic fight with class enemies 
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who do not hesitate to use any methods to stop or at least 
to delay the completion of the construction. The sabotage 
begins with the planning organs which supply faulty geologi- 
cal data. Then, there is a wrecking ring at the construction 
Site itself. The saboteur Nemirovskil strips the work of the 
mechanical section, while Krushonykh directs the sabotaging 
activities of the blasting crew. Instructed by Krushonykh, 
one of the workers systematically adds more ammonal to 
increase the power of the explosion and thus cause the canal 
Dankseto Sim p-s 9As aeresult, (on «the eve of -the official 
opening of the canal, the Kata-Tag Mountain slides down. 

When aie damage of the slide is eradicated, the enemies 
decide upon an open attack on the construction. A group of 
counter-revolutionaries crosses the Tadzhikistan-Afghanistan 
border, and attacks one of the sectors. The aim of this 
attack is to open the sluices and flood the valley where the 
fields have been prepared for planting cotton. 

Needless to say, all these attempts to damage the 
construction fall flat and the novel ends in triumph. The 
Vakhsh canal is built, and official guests and foreign 
journalists watch the firing of the dam. 

As in the typical industrial novel, the characters of 
Chelovek menfaet kozhu are crudely drawn in black and white; 
they are either good conscientious workers or saboteurs and 


wreckers. 
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The members of the sabotage ring are not all in it 
for the same reason; motives vary. Some of them are zealous 
enemies of the Soviet state, ready to do anything to over- 
throw the present system. This group is represented by the 
engineers Nemirovskii and Krushonykh, both members of the 
old intelligentsia, now involved in counter-revolutionary 
activities subsidized by foreign spy agencies. Nemirovskil 
and Krushonykh succeed in recruiting into their ring people 
like Kristallov and Parfenov; the first helps them for 
monetary reasons, the other is a moral wreck to whom alcohol 
means more than anything else. 

The group of positive characters includes, first of 
all, a number of strong-willed Communists who are in charge 
Ore ehescoustmicti on .aathey.arestheinew director, Morozov; a 
Party secretary, Sinitsyn; and a Tadzhik engineer, Urtabaev. 
All of them are Bolsheviks of the old guard who fought for 
the revolution in 1917, and who now put their lives into the 
Service of the construction. They appear as excellent 
leaders and organizers, whose dedicated work permits the 
completion of the canal on time. 

When Morozov comes to the construction site, he 
spends many days inspecting different sections, learning 
about the people and about the machinery. He is concerned 
about every machine, but, above all, about every person. 


His concern about the people becomes apparent when, after 
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the rock slide, he forbids the diggers to work in the 
endangered area, despite their insistence to do so. Moro- 
zov's only weaknesses reveal themselves in his personal life. 
This rigid’man falls ‘in love with a girl of bad reputation 
but, atraideorelosing prestige, he hides their relationship. 
Offended by Morozov, the seven-months pregnant Dar'ia leaves 
the construction site and despite all Morozov's efforts 
cannot be located. 

The second group of positive characters in Chelovek 
meniaet kozhu is represented by the enthusiastic young 
Komsomoltsy, among them Kerim Nusreddinov, Anvarov, and 
Galtsev. They are portrayed as dedicated workers, ready to 
fulfill the most difficult tasks. They are sent to build a 
railway, where they work eighteen hours a day in appalling 
conditions, living in tents and plagued with mosquitoes and 
rain. Despite heavy rain and a shortage of building material 
they finish their work on time, thus advancing the completion 
of the construction. The leader of the Komsomol team is 
Kerim Nusreddinov, son of a poor Tadzhik peasant who was 
killed by the local "kulaks." The boy's greatest dream was 
to go to school, so he was sent to Stalinabad to study. 
After finishing high school, Kerim decides to work a couple 
of years at the construction project, and then to continue 
his education. His plans cannot be realized, however: Kerim 


is killed while defending the canal. Nusreddinov represents 
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a new type of Tadzhik youth—a conscious builder of socialism. 
The same could be said of Urunov, who left his village and 
joined the construction against his father's wishes. Uru- 
nov's father, a deeply religious person, cannot forgive his 
son for cooperating with the godless Russians, so he comes 
Comptnesconstructionssitesto punish him. 

A similar father-and-son conflict is depicted by 
Jasieriski in his portrayal of the young Tadzhik engineer, 
Said Urtabaev. Because of his religious convictions, the 
Old Urtabaev joins the forces of the counter-revolution, 
which are, in his opinion, the true defenders of Islam. 
When Said learns about his father's connections with the 
counter-revolutionaries, he himself delivers his father to 
the GPU, a punitive organ prosecuting the political enemies 
of the Soviet state. 

Side by side with the conscious Komsomol and Party 
members, Jasieriski introduces a few ordinary labourers, 
whose political ignorance does not prevent them from doing 
selfless work. One of them is a nameless excavator man who 
shows up for work despite an attack of malaria. Another is 
an old carpenter, Klimentiil, who voluntarily works a night 
shift with a Komsomol brigade. But the most interesting 
character in this category is Dar'fa Shestova, the leader of 
a female digging team, who challenges the men to socialist 


competition. Dar'ifa herself is a shock worker who overful- 
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fills the norms set for the diggers: instead of the standard 
nine cubic metres she empties twenty-six. Her high effi- 
ciency is not matched by. her moral standards. Dar'ia has a 
bad reputation as a girl who has too many love affairs. She 
changes her life style after falling in love with the 
construction director Morozov. 

As a typical industrial novel, Chelovek meniaet kozhu 
emphasizes the influence of labour on the character of the 
people. Under the new circumstances of socialism, believes 
Jasiernski, people are gradually rejecting the old ideas and 
replacing them with new attitudes and relations; in other 
words, they are "changing their skin": 

Mbl — TIOKOJIGEHHE, YHHUTOKUBUIeEe KaANUTaNMUCTHYUeCKOe 
OOmeCTBO, UTOGH BOHTH B cCOWUManNcTHUeCKOe, — MOKA 
UTO MCHHEM KOKXYyY. 3TO MA€CCOBHH HW OONEC3HEHHHM Mpomecc. 
M3MeCHHJIHCb OTHOMIGHHA MexKTy SHOBMMY, MexTy JIObMH U 
BeljlaMa4, MexDy JHWIbMHA uM TrocyapcTBOM. PacwHpusucb 
MaClITa6hl KAKNOH OTHeENIBHOH MMUHOCTH, CTapaxn KOxa 
KanNuTaJMCTHYeCCKHX OCTHOWMEHHH NONHyNa. Mi MeHHEM ee 
Ha 6oylee NpOCTOPpHYyWH, B KOTOPOHM HaM mIerue DEAT. 
STO TOJbKO NepBHM War K TOMy KOMMyHHCTHYUECKOMYy 
OOmWMeCTBY, Irme WeNOBeK COPOCHT C Cce6A HAaKOHELL, Kak 
Wieslyxy, BCAKY!IO KOKY yCNOBHOCTeH, O6peTaA BIepBHIe BO 


BCeM ee O6beMEe CBOW aTPOOGHPOBaAHHYW UHOMBUDyYAaIbHOCTbB. 
ae 274) 


The best illustration of "a man changing his skin" is Jim 
Clark, an American engineer who, in the process of working 
on the Vakhsh canal, is transformed from a dispassionate 

outsider into a dedicated participant in the construction. 
The motives for Clark's coming to Tadzhikistan are simple: 
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job abroad. He comes to the Soviet Union to earn some money. 
At first he is amazed at the new attitude toward work, but 
gradually he himself becomes involved and develops a new 
approach. The first step in this direction is shown in the 
episode in which Clark replaces a sick excavator man and 
Operates a machine during the night shift. He also volun- 
teers to work with other diggers in a dangerous area. On 
the basis of such actions Clark is accepted as an equal 
member of the collective. While recovering from an accident 
Clark learns Russian and begins to read Voprosy leninizma 
(The Problems of Leninism). His teacher is Masha Polozova, 
a oonie Greaiont Student appointed as his interpreter. She 
is the author's mouthpiece, pronouncing the Voug;edidactirc 
speeches that acquaint Clark with the basic assumptions of 
Marxist ideology. Predictably, Clark falls in love with his 
mentor and they get married. His study of Marxist theory 
and his participation in socialist construction convince 
Clark that socialism is the only right path for the future. 
From a petty-bourgeois he changes into a conscious builder 


of socialism. 
Loe DETECTIVE. PLOT 


If.its thematic components make Chelovek meniaet kozhu 
a typical Soviet industrial novel, its originality lies in 


the arrangement of this material within the structure of the 
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conventional detective story. Jasieriski chose the form of 
the detective novel with a series of criminal episodes that 
pose the puzzle Who and Why and How. The data for the 
Solution are presented inconspicuously and in sequences 
purposely dislocated so as to conceal their connections. To 
gather the clues and to draw from them the inevitable con- 
clusions is the function of the detective. The discovery 
comes aS a surprise to the reader and thus forms the dramatic 
climax of the novel. 

The series of criminal episodes in Chelovek menifaet 
kozhu begins with threatening letters received by the 
American engineers. The message contained in them is clear 
eerecave thetcenstruction or youl wild be’ kidled; «Only, one. of 
the Americans takes this threat to heart and goes back to 
the States; the two others decide to stay. A few days later 
theyeare subjectedato) another trials) theys find) ini their 
rooms matchboxes containing poisonous scorpions; fortunately, 
no one is bitten by the insects. The next attempt is even 
more dramatic: Jim Clark is pushed into a deep canal, and 
only by chance escapes death. 

Simultaneously with the attempts on the lives of the 
American specialists there is a series of wrecking acts on 
the construction. As mentioned before, the saboteurs try to 
stop the construction by breaking the machinery, causing the 


slide of the mountain, and attacking the canal on the eve of 
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the official opening. 

It is the task of the investigating organs to expose 
the saboteurs and halt their activities, as well as to find 
out the people attempting to kill the American specialists. 
The chief investigator is Komarenko, an employee of the 
State Political Administration. As befits a good detective, 
Komarenko gathers clues and does not hastily draw conclu- 
Sions. Unlike most of his colleagues, he is not led astray 
by information against the Tadzhik engineer, Said Urtabaev. 
According to a letter signed by Isa Khodzhiiarov and a 
number of Tadzhik workers, Urtabaev is a counter-revolution- 
ary agent, collaborating with the enemies of the Soviet 
State. During the civil war Urtabaev allegedly surrendered 
his Red Army detachment to the enemy, and now, working as an 
engineer on the Vakhsh canal, is falsely accused of being 
thephead®ofethe wreckingsring. §Urtabaeviis a typical "false 


" a device often employed in detective fiction. Sus- 


clue,' 
picion is fixed on the wrong character, thus delaying the 
discovery of the real criminal. 

The true culprit is unmasked at the end of the novel. 
He is Mr. Murray, a disguised British Intelligence agent, 


us Colonel Bailey, 


who posed as an American specialist. 
alias Murray, had first come to Tadzhikistan in 1918 and, as 
a member of the British military mission, had tried to 


Organize an insurrection against Soviet rule. The mission 
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did not succeed and Bailey was forced to flee to Afghanistan. 
He returns to Tadzhikistan at the beginning of the 1930's to 
master-mind the sabotage at the Vakhsh canal, and in this 
way to discredit the Soviet government in the eyes of the 
local people. First of all, Bailey decided to get rid of 
the American engineers, so he sends them threatening letters. 
He organizes a wrecking ring; he recruits Krushonykh and 
others by offering them large sums of money. He also estab- 
lishes a contact with Isa Khodzhiiarov, a member of a 
counter-revolutionary organization with headquarters in 
Afghanistan. It is Khodzhiiarov who denounces Urtabaev and 
who instructs the kulaks on how to fight Soviet rule. 
Khodzhiiarov is also the person who pushes Clark into the 
canal. After Clark's recovery and his report to Komarov, 
Khodzhifarov flees to Afghanistan, where he organizes a 
erGuplofesbasmaches" sto attack the construction. 

Although the exposure of Murray comes as a surprise 
to the reader, Khodzhiiarov's participation in the counter- 
revolutionary activities is somehow expected. He is por- 
trayed as a typical shady character, whose appearance alone 
evokes suspicion: he has only one eye and his distorted face 
has a»sinister look. The portrayal of Murray, on the other 
hand, meets all the requirements of the conventional detec- 


tive story. He is introduced early in the story and is 


depicted as an honest foreign specialist, sympathetic to the 
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Soviet system. He is never under suspicion and his exposure 
comes aS a Surprise to the reader, thus forming the dramatic 
elaimaxeofsthe novel. 

The publication of Chelovek meniiaet kozhu aroused an 
animated discussion on the question of the place of the 
detective genre in Soviet literature. Some critics argued 
that the outwardly engaging plot obscures the social and 
psychological significance of the events described and should 
therefore be avoided. Such was the opinion of E. Tager, who 
wrote in his review: 

TaKHM O6pa3s0M, HEBONBHO WeEHTp BHHMAaHHA, KaK aBTOp- 
CKOrO, TaK H UATATeENBCKOTO, MEpeHOCUTCA H3 NAOCKOCTH 
M3060paxeHHWA THMMUUCCKHX ABJIGHHH COUMNANBHOH TelcTBu- 
TEJIbBHOCTH B NMNOCKOCTB UYHCTO BHeLIHeEH HIPH OCTPHMH 
@aOybHHMM TlonoKeHuaMH. 1 

BuUGeCiCaitayOGlcCymOLetherCri tics SpOkKe an ftavoun Of 
the skilful utilization of the detective plot to depict 
Soviet reality, as long as it was subordinated to the actual 
political and ssocial \taskss) iN: »Rykovaswrote in Literaturnyi 
sovremennik: 

WsItf Hac, QNA COBeETCKOTO UwuTaTenA, STO HeEMOcpen- 
CTBECHHOe BOCNPHATHE COBETCKOTO TeETeCKTHBa BO3MOXKHO 
JIMlWIb B TAKOM cCiyuae, eCcnuH OH, He CaBaadcb MNO NMHHH 
HOXONYHBOCTH, 3AHHMATEJIBHOCTH, yBuIEKATENBHOCTH, 
YHOBJIETBOPAeT B TO XE BPEMA TEM Tpe6OBaHUAM, KOTODPHIEe 
MBI IIDC ObABJIAeM K HalleH MHTepaType, T.e. WaeT OCoO6nimu 
CBOHMH CNeuv@uYeCKHMH MpHeMamMH xXyTOKeCTBeHHOe 
PpacCKphITHe ABNECHHH B Mpowecce O6bEKTHBHOM DeENCTBUTeJIb— 
HOCTH, XYyYHOKeECTBEHHOE PaCKPLITHE UeIOBeKa. 


Jasienski himself defended the use of the conventions 


of the detective genre, providing they acquire new meaning 
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and show new relations characteristic of Soviet reality. [In 
his speech at the First Congress of Soviet Writers he argued 
against Il‘'ia Erenburg's view that the plot novel had 
outlived itself and that the novel had to come closer to the 
factual sketch. The plot novel, stressed Jasieriski, was the 
best means of attracting the reader and forcing him to 
accept the ideas promoted by the author: 

IIpeHe6pexeHue K chwxKeTY ECTB O60POTHAA cTOpOHa mpe- 

HeOpexXeHHA K UNTATeIN, K OO6NEFUECHHHW EMy YCBOeCHHA 

TOTO OOJIbBUIOTO COTepxaHHA, KOTOPOe MBE OOASAHH eEMYy 

HatTb. . . . fipwBsJIeKAaTeJIBHHM ChHKET ECTb OHO H3 

CpeoqcTB MpHKOBaTb UWuTaATeNA K KHHTe, ZBACTABUTB eTo 

He B NOpADKe NpHHyYODHTeNMBHOH Harpy3KH, UH 3auacTyt1 

NOMMMO ero BOJIH, HEYJIOBHMO DJIA HeErO CaMOroO BHUTAaTh 


M yCBOHTb Te MBICJIM, KOTOPHe KeNaeT BHYWHTb emy 
aBTOp. 


LOCAL COLOUR 


Another quality that distinguishes Chelovek meniaet 
kozhu from typical industrial novels is its regionalism. 
The novel is set in Tadzhikistan, and much attention is 
devoted to descriptions of the Tadzhik locale, customs and 
history. The description of Tadzhikistan is not, however, 
mere decoration. It is an intrinsic part of the novel, 
whose function is to contrast the new Soviet Tadzhikistan 
with its recent feudal past. 

The past of Tadzhikistan is introduced in remarks by 
the author, in comments by the characters, but above all in 


short novellas, called "pauses," which have their own plots, 
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and are very loosely connected with the main story. They 
somehow "retard" the development of the basic plot, and are 
called accordingly "pauses," peculiar forms of digression in 
which Jasieriski expresses some generalizations. First he 
develops a theme in a number of Chapters, then he summarizes 
it in a pause. The pauses function as journalistic commen- 
taries on the problems brought up earlier in the novel. 

Throughout all these pauses runs the theme of the 
astonishing changes taking place in Tadzhikistan. These 
changes become evident in the first pause, "About Bakurs a 
describing the discovery of rich oil reserves and the 
building of a chemical plant in the Tadzhik steppe. The 
motif of industrialization is reinforced in the main story 
line of the novel depicting the construction of a new system 
of irrigation on the Vakhsh river. 

From the construction of the canal the action moves 
to the nearby villages, where the 'dekhkane' (peasants) 
learn how to farm collectively. The process of collectivi- 
zation is portrayed by Jasieriski as an attack on the old 
ways of life. In the pause, "About One Member of the 
Collective," Jasieriski describes the feudal order that 
prevailed in the Tadzhik village, and contrasts. it with the 
new relations. Shokhodbin, the richest man in the area, is 
deprived of his property as well as of the prestige he had 


among the peasants. The board of the collective is composed 
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of poor peasants, the former farm labourers. 

Equally instructive is the pause, "About the Stolen 
Land," telling how a rich peasant stole land from his poor 
neighbour. The theft occurred in a mountain village where 
peasants had to 'make' their own fields by bringing soil 
from the lower valleys. When a flooded stream washed away 
the soil from the field of a rich peasant Ali Mukhutdin, he 
stole soil from Nusreddin. Only the intervention of the 
district Party Secretary helped Nusreddin recover his land. 

The new conditions, emphasizes Jasieriski, change the 
life of the Tadzhik people. Kerim Nusreddinov, the son of a 
poor peasant, goes to school in Stalinabad. After graduating 
from high school, he joins the Vakhsh construction workers, 
and becomes the leader of a Komsomol team. The widow Zumrat, 
who only a year before had stopped wearing a veil, is chosen 
COpsrt One thes board ofethercollective. Said Urtabaev ,~the 
former student of a seminary, becomes the first Tadzhik 
engineer. Said's education in the Mir Arab seminary and his 
involvement in the revolutionary movement are depicted in 
the pause, "About One Dzhadid." 

The changes taking place in Tadzhikistan are very 
apparent in the faces of cities, especially of Stalinabad, 
the new capital of the republic. A few years ago, writes 
Jasieriski, "there was a huge steppe scarred with dusty 


roads; over the steppe came camels pulling huge beams from 
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distant Termez. .. . Today, along the line traced across 
the desert by the first beam of the first camel, from Termez 
to Dushambe, stretches the railway": 
Torga 3sqecb NpocTupanacb 60ulbilad CTeNb, H3pe3aHHaA 
THVIbHEIMH TOporamMu, BepONWOH TalusHu mo He OTrpomHHe 
OankH H3 aneKoro Tepmesa, . .. CerougHA, mo weptTe, 
NpOBCHEHHOH NepBOH SanKOH NepBOroO Bep6sOLAa, OT 
TepMesa fo Tfowam6e TAHYNOCb B3OYTHM PYy6ILOM NMONOTHO 
KEIIE3HOH DOpPOruv, WH HOUbW, Nyrad wWakanoB, MpOTAXHO 
BLUIM NapOBOSH. (p. 184) 
The dusty roads were conquered by stone masons who "sat on 
the chests of the elusive roads and kept beating them with 
hammers until the roads turned into stone." Then people 
erected signposts at the crossroads, and the nameless roads 
became streets: 
Torga Ha NoogMory ropony c aneKoro CeBpepa nNpuexanu 
KaMeCHMMKH. OHH CeNM Ha IpyHb U3SBOPOTHMBHIX DOpor u 
monro lywunuw u“X MONOTKaMM, MOKa Te He OKOCTeHesIN. 
NoToM Ha NepekpecTKax MpHKONOTHNH DOMeuku c HMeHaAMH, 
M OC€3HMAHHAA Dopora ctana ynuuenh. (Dicey 8) 

For the first few years the new city coexisted with 
the old "kishlak." The main street merged with the old 
bazaar, crowded with clay stalls and shacks: 

3a nnoWwagbw MaBHaAd ynMuWa CykKHBanacb 4 Nepexonuna B 
CTaphlh Oa3ap, B3UHONeCHHHHA MO KpaxHM DOpOrHu PIMHAHHM 
XAOCOM XH6apoK HW WapBKOB, KDPOUIeUHBIX UalixXaH UM alixaH. 
Y Bxofa B alixaHbl CTOAJIN 6oOponvaTHe HOH B dapTyKax 
NOBepX CJIMHABWHX XanNaTOB, ——- CTpaHHHIe THDH-aBTOMaTH, 
JIOOM-KOMO6anHHbI C KONHIIKAMH BMECTO TOJIOB. (ie SG:) 
But soon the new city moved a step ahead and forced out the 
old Asia. The old bazaar was superseded by a wide modern 


street: 


Topog warHysI BNepeyq, WH cTapaA 6a3sapHacA A3SHA, NODOSpPaB 
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CBOH JIOTKH, WMbITHyJla 3a JWWIAMOUHKy. He OcTayIOCb OT 
HeH Take OapaHbero yxy, CJIOBHO CMBII ero mmMpoKuit 
BETEDMCeNpOCTieKTas = (Pp. 1197) 
From the point of view of its language the description 
of Stalinabad is highly metaphoric. Jasieriski endows the 
city with the qualities of a living person. Like a young > 
boy, Stalinabad keeps changing: during one year it "grew, 
matured and spoke with a deep voice." The streets became 
"overgrown" with houses, and the houses, "like women, tired 
by the sun and the heat, opened their green umbrellas of 
trees vandethe fans of gardens”: 
CeroqHA MBJIbHHIe 6C3HMAHHHIe DOPOTH OOpocmu c OByXx 
CTOPOH HOMaMH, HM QOMa, KaK XKCHLIMHEI, YTOMJICHHHe 
COJIHIEM MH *XapoH, PaCKPHIIH Z3eNeHbIe 3OHTHI DTEpeBbeB 
HM pa3BepHyluw Beepa NamucanHHuKOB. ee Gy) 
A similar abundance of metaphors distinguishes the 
description of Moscow, given in the first chapter of the 
novel. Moscow looks like a giant construction: buildings, 
"by nature round-shouldered and dwarfish," are stubbornly 
growing up, "on their flat shoulders there clamber up new 
LOCUS a: 
Tlo O6CHM CTOPOHAM MpocneKTa 6bexanuN DOMa. OT Npupogu 
CyTymHe HY HH3KOpOCJHIe, OHH yMPAMO MODHHAMaJIMCb BBepx 
HasOOTEG CaHHHX XOMYJIAX JIECOBS ODTroO He) Ohvla yiinita, 
Kak BCe Opyruve yNvubl M4pa — He3HO6sIEMHIe OBparv TOMOB. 
STO CMaxXHBasIO CKOpee Ha BeCeJHIM Mapan Ou3SKYNbTyp- 
HHKOB: DOMa DBUranuvcb, Ha UX MNocKHe Mmeuw KapabKa- 
JIMCb HOBbIG STaKH, (pr. #136) 

The street comes out onto a square that looks like a dollar 


bill: "green and rustly." The church standing on the corner 


resembles an old market woman with her Nair twisted into a 


rg (% é 

, & Orme jage5 & 

_ a) ws WSs airy sg i. 
: a 2 va) ae 


iw Rol gntog ea 
* 


. ~ 
. 
i ' 
* t il 
a 
, ‘ 
, ‘ 
4 
& x -F gs Thy , 
: > ira ° 
' a 
a i 
7 7 
wy id 


TH coy vis NOTED Maso! : 
ato mm be Gunn A Skea 


#) nw ret Gl agers 


: pnt 
a aux stad 


TT 


Dung Onsecnes@top) of her ihead: 
OHM BHeXanv Ha MNoWanb, NepeceueHHyW GysIbBapoM. C 
OyjIbBapa, Kak H3 OTKDPHITOH MOpTOUKH, Dyn MArKHH 
BeCe€HHHH BeTep. BysIbBap lekasl y HOT, Kak yosuap, 
— s3eJIeHHH vu Wypwamma. (p. 7) 

Significantly, such metaphoric language appears in 
those fragments of the novel in which Jasieriski renders the 
point of view of his characters. The changes in Stalinabad 
are observed by Natal'ia Sinitsyna, who perceives the city 
in a peculiar "double vision"; her memories preserve the 
image of a small town from six years ago, which she con- 
Stantly compares with the new face of Stalinabad. In the 
description of Moscow Jasieriski renders the impressions of 
Jim Clark, who has come to the Soviet Union for the first 
time. Being a foreigner, Clark perceives everything in a 
new light, and the novelty of his perception is reflected in 
numerous comparisons and metaphors. 

The metaphoric style is also characteristic of the 
Narrative, pares, neflectingethe author!sy pointwoteview.., The 
author's language abounds in metaphors, often striking in 
their originality. Jasieriski is especially fond of short 
metaphoric descriptions of Nature, most of which depict 
morning or evening landscapes. Here is an image of a street, 
bathed in the light of the morning sun: 

yuulla, B JIMMOHHO-pO30BOM cCBeTe NODHMAaWMerocaA coyuHa, 
yiekayia OCNeNUTeNbHO Tonmad Nocne HOUHOM KyNenu, He 


OKyTaHHavA elle 3HOKHM NOKDPHBOM 3HOA, BOEIXaA MocnenHHe 
KDYMNUHKHN Tawwen TeHH, (preo9)) 
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The image of a brisk morning, which "washes away the web of 


Sleep" from the face of Jim Clark, corresponds to the happy 


mood of the protagonist. In another instance, the image of 


a bright®morning!is *contrasted@with the pessimistic mood of 


Said Urtabaev, accused of sabotage: 


Ha paccBetTe mpowesm WoxOB u, KaK 3a60TNUBHM XO3AuH 


B OKHDAHHHWY TOCTA, ONPHCKAI MHJIBHYH 3eEMIIO,. UeHb 


TpHwes c BocTtoka, 43 Kawrapuu, yMenow pyKonr 


paccTeJIWJI NOBCHOY CBOH HECHOPMHPOBaHHHM TOBap: KpBbIMH 
OmecTesIH Kak SMasIMpOBaHHaA Mocynwa, UW Daxe NUCTBa 


TONOpWuNacbh Ha DepeBbAX, TOUHO HeEOG6EIKHOBeEHHEHIe 
XaylaThl, Pa3BeliaHHbie OA MpuMaHKH. (Oame236) 


Equally metaphoric are some descriptions of the 


construction. Throughout the novel Jasierski animates the 


excavator machines. He depicts them as animal creatures, 


“pasturing in the ravine," "chewing stones," and "drinking" 


gasoline: 


Y cTeHbH, yTKHYBUMCh MOpHOM BHH3, CTOAN ODHNHOKUE 


SKCKABaTOp. O3KCKaBaTOP, CONA uw NOXpanmbipad, Tepne- 


JIHBO TpH3 IpYyHT. HaoépaB MONHYHW NacTb KAaMHA, OH 
NOQHHMaJI CBOW xXHpadbw Welw, O3HpaA OKPeCTHOCTH, 

BHIIJICBLIBaJI 3ACTPABWHH B TVIOTKe We6CHb, MPOTAKHO 
3eBaJl HY ONATb PaBHODYWHO MpHHHMaJICH 3a pa6oTy. 

In contrast with the metaphoric style of the 

the dialogues are written in a colourless, standard 
All characters speak the same stereotyped language, 

with stock phrases and political terminology. Here 


fragment of a heated ideological discussion between 


and Masha Polozova: 


(Oe 74) 
narrative, 
language. 
saturated 
LSe-a 


Jim Clark 


— A xoTen cka3aTb TOMBKO OHO: B TOM, UTO ceuac 
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3Hecb HOBOe OOMeCTBO OCHOBaHHOe Ha yapa3soHeHHUN YwacT- 

HOH COOCTBeHHOCTH. TIpeKkpacHo. Bam K@KETCAH, UTO BH 

B COCTOAHHHH pacliIHPHTb MaClITa6 BOSMOKHOCTeH Kaxoon 

COHHUMUb] GO OeCKOHeUHOCTH. He Tak mu? U3BeuHHH 

KOHQOJIMKT MexnDy JHUHOCTBH WH OG6MIECTBOM BEI, BDparu 

HHOMBUDyaM3Ma HW NPONOBEQHHKH MHTeEPeCOB KOJIJICKTUBAa, 

pellaeTe B NOJIB3Sy JHMUHOCTH HU BO Bpe KOJIECKTHUBYy-. (eee 9d) 
The discussion has to be conducted in English, since Clark 
at this point does not understand Russian, and Polozova is 
asSigned to him as an interpreter. Later on Clark learns 
RusSian and his difficulties with pronunciation and grammar 
are reflected in his speech. He mispronounces Russian words 
("“neschasny," "Spomnit"), uses wrong genders ("chuzhoi 
zhizn'," "devushka znal"), and forgets to inflect nouns ("ne 

ia v . ° v 
budet sviazat svoi molodoi zhizn s stary zhizn chuzhol 
chelovek"). Frequently, he uses English structures while 
. ° ° oo . oo oo 

speaking Russian ("prosit eé zhenitsia ego," "eé zabyt 
nikogda budet vozmozhno") : 

OH CKOpO NIOHAJI, UTO ETO XH3H CBA3aJICA Hepa3yenu- 

TeEJIBHO C TeByukKa, KOTOpa ETO yuH UyKOH ABHIK. JleKKO 

3aObIT BCe, UTO GH DO 3TOrTO, HO ee B3aG6HIT HHKarua 

6ynHeT BOSMOXHO. HO OH OyMasi, UTO 6yHeET OYUeCHB 6baHa- 

JIMUECKH: B BCE MNNOXH POMAHEI Tepoh 6anbHOH H MOTOM 

JuOOHT CBOHW HAHIO HY NPOCHT e€e€ KEHUTCA eLro. Conmes2 6) 
Such individualization of Clark's language, however, does 
not last long. Already in the next chapter he speaks 
correct Russian without a single mistake: 

— A cuntTaw, uTO Myppu HMeN CTONBKO xe BpeMeHU 

HayuHTbcH TOBOPHTb NO-pyccKH, CKONBKO uA. A ecnu 

eMy He xXOTeJIOCbh, TO 3TO HE OCHOBaHHA, UTOGH] MOA KeHA 


MOoKHZana MOH DOM 4H cCiyKuNa y Hero NepeBogUNueH. (p7e340) 


Unlike other Soviet writers, Jasieriski refused to 
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transmit national characteristics with the help of distorted 
language, filled with local words and ungrammatical inflec- 
tions. This trend in Soviet literature could be illustrated 
by the speech of a Kirghiz hero from Feoktist Berezovskii's 
novel V stepnykh prostorach: 


Bemba Tlypra... CHHSr!... cHHSr!... canmcem npanan! 
Bosbuioh 6aHw DONTO «HT 6OHT... Myca DKAKCH 6ouT!...17 


Only occasionally does Jasieriski differentiate the language 
of his Tadzhik heroes by introducing local words and imitat- 
ing the intonation of Tadzhik. One of the best examples is 
the language of an old Tadzhik, Farkhat, who tells the story 
about the 'mirab' deceiving the poor peasants: 

A Npuwes S6e3BOUHHM ron. B aphiKaxX OHA MYTBb TeKJIa. 

M pce 3HaH, UTO He XBATHT BODE Ha NONMBH. A OT 

OMHOTO apbikKa HCNOKOH BE€KOB NHTAaNUCb OWBa KuuwlakKa. 

A ODMH KUMlIaK ObJI SONMbWOH KuLWIaAK, H B HHM KHIM TpPU 

6ant, — OX, Kakue 6OoraTHe 6au! A B Opyrom kKulislaKe, 

Ha MJIOXOH 3eMie, CHOenwv SeCHHAKH HM UahpuKepH. (Demos) 
By juxtaposing short sentences all beginning with the 
conjunctions "and" or "but," by repeating certain phrases to 
peinforces ie efilect, andeby introducing, tadzhik words, 
Jasieriski reproduces the intonation of the Tadzhik language. 
But such instances occur infrequently. Jasieriski's Tadzhiks, 
as a rule, speak simple, yet grammatical Russian. 

Speaking of the language of Chelovek meniaet kozhu, 

‘it. should be noted that Jasieriski's Russian is remarkably 


proficient. Contrary to what one would expect, there are no 


Polonisms, either in lexicon or in syntax. It seems almost 
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certain that Jasieriski's novel was edited by a native 
Speaker of Russian, most likely by Anna Berzin', the writer's 


second wife. 
JaSienski's first Russian novel was a great success. 


There were nine editions of the novel during the years 


18 


1933-1936. Chelovek meniaet kozhu was also translated 


into several languages, among them Hnodishy, Czech erinnish 


h. 29 


and Polis The name of Bruno Jasienski became well known 


inethe@Sovietrunion. 
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SOCIALIST REALISM IN "MUZHESTVO" 


AND ZAGOVOR RAVNODUSHNYKH 


Chelovek meniaet kozhu was Jasieriski's first work 
completely sustained in the tradition of Socialist Realism. 
It was followed by a short story "Muzhestvo" (Bravery) 2 and 
an unfinished novel Zagovor ravnodushnykh (A Conspiracy of 
the Indifferent) ,” both subordinated to the utilitarian 
requirement that literature should OLiLergdidac ice wiiustra— 
tions of ideological premises and patterns of behaviour. If 
Jasieriski's first Russian novel centred around the theme of 
industrialization and the new attitudes towards abouts, 
"Muzhestvo" and Zagovor depict the psychological changes 
that new social and economic conditions had brought about in 
the Soviet people. Instead of glorifying the latest achieve- 
Ments in the field of industrialization, Jasieriski explores 
the new morality and new relations between people. 

The moral problem facing Sergei Onufriev, the protag- 
onist of "Muzhestvo," is very simple. It has to do with 
basic honesty. Should he reveal the truth about how his 
life was saved in a plane crash? When the pilot died of a 
heart attack, the four passengers had to decide who was to 
use the only parachute. Should it be Misha Pokaliuk, the 


owner of the parachute, or Varfa Kashchenko, who, besides 
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being the only woman, is pregnant? Or should it be one of 
the two factory heads—Onufriev, the director, or Losev, the 
chief engineer? To make. the story more intriguing Jasierski 
does not describe how the decision was reached; he simply 
informs the reader that it was Onufriev who used the para- 
chute. It is up to Onufriev to reveal what happened. 

The central theme of Zagovor ravnodushnykh is the 
moral responsibility of every person for events taking place 
in the world. To be indifferent, believes Jasieriski, is to 
encourage more killing and betrayals. "Do not be afraid of 
your enemies," writes Jasieriski in his epigraph to the novel, 
"the noree Eneyeceimdesis kid levyou.= Dosnotebe afraid: of 
your erence the worst they can do is betray you. Be 
afraidsofsthesindifferent; they-do not kill or betray, but 
because of their silent consent betrayal and murder exist on 


earth."° 


The theme of the indifferent runs along two 
parallel lines of action: one describing the underground 
work of socialists in Fascist Germany, the other depicting 
political purges taking place in the Soviet Union in the 
1930's. The novel opens with the description of a Party 
purge in one of the secret factories, located "Somewhere in 
the snowy fields of the U.S.S.R." Garanin, a young newspaper 
editor, is accused of Trotskyism, and, because of the indif- 


ference of his colleagues, is arrested. Jasieriski's vague- 


ness about the place of action suggests that similar "cases" 
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could have happened in any factory or in SV Oma ae cele 
Soviet Union. 

But at the same time Jasieriski introduces into his 
novel a wealth of factual material, such as advertisements, 
radio programmes, and newspaper headlines. Whereas in his 


earlier novels the newspaper articles were highly, stylized, 


in Zagovor ravnodushnykh they are perfectly authentic, and 
could have been found in any daily Soviet paper published in 


the = middleror the 1930's: 


nNepBHH TIne€HyM MocKOBCKOrO CoBeTa". ,06 uTOorax 
NATOTO MWeHyMa BUCHC". —- BoT oHH, BHYTDeHHUe 
pesepBr! — ,®paHuy3CcKHH MMHUCTpP HHOCTPaHHHIX Te 
JlaBanlb BhIe3KaeT CeEronqHA Beuepom B 8 u, 30 Mm B 
Pum..." — BoT TouHaA MHOOpMalHA, DO OFHOM MMHYyTH! 
~—— JCTaukKarionu 3eCMiem. . ¢ BactTyhbwve 3axXBaTHIIU WaxTy 
M He NODHHMaWTCH HaBepx, TpebyAH LTapaHTHH, UTO Ux 

He OCTaBAT 6€3 paObOTH... HECKONBKO UWeNOBeK 3a60- 


JlesIH BCJICNCTBNe OTpaBNeHHA Tasamu..." ,MexoyHapom- 
HbIM WaXMATHHIM TypHHp B TacTuHHrce. B NapTuu MpoTuB 
MuTuesyia BOTBHHHHK HMeeT WaHCH! Ha BHUrpE..." (pee o0) 


Thesfunction of this factual material’ is to “objectivize" 
fictional reality and to convince the reader of the authen- 
ticity of the events and characters described. 

It goes without saying that Jasieriski subjects both 
his works to the rule of probability by choosing fictional 
elements that have frequent analogies in real life, and by 
carefully motivating all the happenings. This painstaking 
verisimilitude was responsible for a certain amount of 
schematism in Jasieriski's depiction both of the characters 


and of the surrounding reality. Although he gives his last 
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works an industrial setting, it is often so abstract that 
the reader is not even aware of the type of industry depicted 
by the author. Moreover, he continues’ to confront his 
readers with standardized types of "positive" heroes clearly 
distinguished from "negative" characters. The latter, as 
might be expected, are the vacillating intellectuals. Some, 
like Losev, are dispassionate outsiders; others, like Relikh, 
foreign agents in disguise. The positive characters are, 
without exception, high-ranking officials—a factory director 
in "Muzhestvo," Party secretaries in Zagovor. They are all 
excellent leaders, and the higher they are in the Party 
hierarchy, the more outstanding are their personal qualities. 
Thus, Filiferov, the second secretary of the district com- 
mittee, is portrayed as a good worker but easily influenced 
by others) By .contrast, Karabut, the first secretary, is a 
man of principle, who always stands by his convictions. But 
it is Adrianov, the secretary of the regional committee, who 
at first seems a model of a Party functionary. He is 
enthusiastic about the work he is doing, and infects others 
with his enthusiasm. He combines the practical talents of a 
leader with a visionary idealism. While developing industry 
in his backward region, he dreams about transforming it into 
a health resort area. But Adrianov proves to be one of the 
indifferent when it comes to Garanin's case. He chooses to 


believe in Garanin's guilt, rather than sacrifice his own 
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authority. 

The only person who has the moral courage to defend 
Garanin is Karabut. Intended as a vehicle for the moral 
norm, he lacks, however, the depth and complexity needed for 
a fully rounded character. It is possible that the flatness 
of Karabut's character is due to the fact that Zagovor is an 
unfinished novel. Jasieriski did not have an opportunity to 
develop his characters fully and show their inner development. 

Nevertheless, he did succeed in conveying the inner 
life of some of his protagonists. Whereas in Chelovek he 
Was concerned about such things as work quotas, technical 
problems, and sabotage, in "Muzhestvo" and Zagovor he 
records the emotional lives of characters and explores their 
Mentaleactivicy.. 

Jasierski's growing concern for the inner experiences 
ef his protagonists was responsible for a change in his 
Narrative technique. As in Chelovek, he continues to use 
the omniscient narrator, which enables him to impose on the 
reader his own system of values and appreciations, and to 
eliminate ambiguity in favour of a clear evaluation of all 
facts and characters. But now he frequently combines the 
omniscient narrator with a concealed one, or with the stream 
of consciousness. 

In Zagovor he reduces the function of the narrator's 


comments in favour of dialogues and interior monologues, 
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presenting the point of view of a character either as orderly 
utterance or as disjointed stream of consciousness. In 
comparison with Chelovek, the dialogues are better individu- 
alized, although some still sound artificially rhetorical. 
When Zhenia Garanin, the wife of the accused editor, comes 

to Relikh to seek his advice, he "consoles" her by delivering 
Am leGturesonmtheshis torveote thesCeSsu.: 


— TH u38y¥ana UCTOpHi NapTHH HW MOMHUMUIb, B Kako 
MOMEHT cTaBus TapaHHvH BOMNpOoc O CBOeEM BHxXOTe H3 
BJIKCM, —- MATKO roBopuT Penux. — Ecnu He NOMHuULIb, 
A Te6e HaNOMHN. SOTO 6HIO HakKaHyHe rogza BeNuKOTO 
NepesioMa, HaKaHyHe Pa3BeEPHYTOLO HaCTYNNeHHA Ha 
KyJIaueCTBO. TH DOKHA NOMHHTb, XOTA Ob H3B Hauer 
SOeJIETPHCTHKH, UTO NapTHA O6pocuna Torga B DTepeBHW, 
Ha OTBeETCTBeHHeHuIMe yuaCTKH, THCAUH WH DecATKH 
THICHAU JIYUWUMX KOMCOMOJIBIECGB. THCHUM KOMCOMOJIBLIEB 
Nay Ha CBOeM Nocty, NoOWIO y6uTHe H3-3a yrua 
KyJIauKOH Nynew. Ha repowuuecKHxX MOTHTaAX STUX 
JHTNeH BHpOocma Halla COUMANNCTHUeCKaAH DepeBHA. (Dee 5 Ol) 


The interior monologue, as used in Zagovor, either 
reproduces directly the impressions passing through the mind 
of the character, or combines them with the narrator's com- 
ments. Here is an example of the direct interior monologue 
describing Adrianov's dream of developing cross-country 
skiing in his region: 


nlpeTb Trova Becb Kpawh MON CHerOoM — CKaTepTb. A 
OypakW CKyNAT. CBA3b pa3yJiaxHuBaeTCAH. He xBaTaeT 
JWDeH pacuuwaTb DOporu. M3 KONXO3a B PaHOH, 3a 
KaKHX-HHOyoOb DBanguatTb KHJIOMETPOB, MO MHG6OMy NycTAKy 
TOHAWT NOWwaneH, KOTroa nec NexHuT HEBHIBESECHHHM. A 
cekpeTapu? A UHCTpyKTOpa? Bes MalmMHb B DepeBHto 
HH HOTOH. Ka@kOhHH DeHb CakKahWT MalMHH B CYIrpO6GbH. 
ABTOMOO6HNINCTH! A Ha JHIKAX HE yrOOHO? Brctpee — 
pa3; BepHee — Ba; 300poBee — TpuH. HuKaKOLTO 
SPAWHOTO pa3s6a3apHBaHHA TpaHcnopta Nm0c SKOHOMHA 
ropouero". (p. 259) 
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When Jasieriski depicts the internal struggle in Adrianov's 
mind concerning Garanin, he switches to the indirect interior 
monologue: 

He CHATB Kapa6yTa Henb3aq. Jopepun ra3ety TapaHuHy. 

K TOMy KE HCTOPHAH C NOKYWeHHEM Ha yOuHCTBO TapaHuHa 

COOCTBEHHOH KeHOH ——- KOMCOMONKOH U yYOHapHuuen — 

OpocaeT Ha Bce eno cyry6o HeCMPHATHHH CBeT: MNO3BO- 

JIHE€T OXHDATb DONONHUTeENBHEIX PasO6NaueHHH. Ao 

3aBOle, Ha KOTOPOM MpOHCXODAT TaKkKuve BelIw, Pe6CHOK 

CKaxeT, UTO aTMOcdepa Ha HEM HE3BT0Opo0BanH. Pemnnux 

BupaBe yTBepKTaTb, UTO CO3aHHu STOH aTMOCcdepH 

CNOCOOCTBOBaNla QNUTeNbHaA Dpaka, KOTOPYyNH Ben Cc HUM 

Ha 3aBoge KapaoyT MpvH conuanuBow nononepxKe AnpuaHOoBa. 

CHATB Kapa6yTa mpugetcax, HHYUero He Nonenaemb. (p. 274) 

But Jasieriski's most successful method of rendering 

point of view is the concealed narrator, who leads the 
reader to a vantage point inside the character's conscious- 
ness So aS to see with the character's eyes, hear with his 
ears, and experience his sensations.“ This type of narration 
appears in Zagovor, but not nearly so much as in "Muzhestvo," 
where the point of view is constantly changing. The story 
begins with a short description of the landscape as seen by 
Varia Kashchenko from a plane. Then the narrator induces 
the reader to plunge into the consciousness of Misha 
Pokaliuk. Finally, the focus is shifted to two more passen- 
gers, Losev and Onufriev, and the narrator's general remarks 
alternate with passages rendering their points of view. The 
Clinics ticestoOny, the death ole thie pllot, 1s depicted an 


dialogues, and then the action moves to another level. At 


first, peasants watch a descending parachute, and then the 
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reader learns that Onufriev is the only survivor. The rest 
Ofetnewmstory reflects Onufriev's point of view. 
Formally, the concealed narrator does not differ from 
the omniscient; they both use the third person singular. 
But a close textual analysis reveals subtle differences 
between the two. First of all, the concealed narrator 
usually employs a verb of perception. Whenever Jasieriski 
plunges the reader into Onufriev's consciousness he intro- 
ducesmamverbe like Itoesee,” "to feel," or "to think." When 
Onufriev arrives in his home town, he "sees" people who come 
to meet him; he "feels" his wife's arms around his neck; he 
Culeser LOetninkwouteewhatetoutellethem: 
CepreH XapHTOHOBHU yBUDeN B TONNMNe Ha MeppoHe 
Onbry, cekKpeTapxA MapTKoMa BypaBuHa, penakTopa 
3aBOOQCKOH ra3seTH, elle MHOTO 3HAKOMBIX JMU. Ipuuwin 
BcTpeyaTb! fla, BepHO, BeQB OH CaM Moca Tese- 
Tpammy ! OH TONBKO ceHuac cooopa3susi: HanNO %*e UM 


O6ynqeT UYTO-TO CKa3aTb, HagO UTO-TO O6DZyMaTb, — HO 
MyMaTb yxe ObJIO MO3SOHO. 


OH OWYTHI Ha Wee ONBIMHH pyKH. YoH6awmNeca 
JMUa TeCCHHJIMCb BOKpyr Hero. ITpyNMa padbouux mo3so—pa-— 
BiAasldeel Or GeteM=7Os—— ax;. tla! =——) CO —CracenHuem.. |(p. 13) 


Secondly, the concealed narrator transmits the value judg- 
ments of his characters. In "Muzhestvo" this is apparent in 
the use of epithets that convey Onufriev's happiness upon 
landing safely. The people seem to him "unknown, but 


incredibly nice," water is "cold and indescribably tasty": 
OH He NlepecTaBan 6aKeHHO yIHOATbCA OKPYKHBLIMM 

CTO H€3HAKOMBIM, HO HE€BEPOATHO MHJIHIM H DaBHO yxe 

JOO6UMBIM JIOOAM. EPO NocTaBusM Ha HOTH. OH OmMynan 

NODOWBAaMM HeE3SHOJICMHIA MOJI 3eCMIM H BOPYyYr 3Z3ansakKan. 
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PyMAHaA 6a6a B TONY6OM nnaTKe nooHecna K ero 
PTy6aM KpyxXKy C XONOQHOH, HEBEIPASHMO BKYCHOM Boor. (pie 12) 


Similarly, Onufriev's hazy impressions of what has happened 
to him are transmitted by indefinite pronouns—"someone" 
(kto-to), "Something" (chto-to) : 
YOapHBLUMChb O UTO-TO TBepnoe, CepreHh XapuTOHOBUY 
OTKPHI Tyiasa. HHO NoOMemKamMM. OH He Ollyman 
HHYUeTO, KpOMe CTpallHOM ycTanocTH HM TOWHOTH. Heno- 
HATHAA CHa BOOKA ero B CTOpOHy NO poBHOHM 3eneHOn 
JIYTOBHHE. KTO-TO, KaxeTCA, NOOWXBaTHN ero, oTcTeru- 


BaJI PeMHH. BhJlia CTpalwiHad TuWMHAa. KTO-TO UTO-TO 
TOBOPHJI Hall CaMhHIM YXOM: WMpOKOe ycaToe AHUO B cono- 


MEHHOH uiane. (p. 12) 
Finally, the concealed narrator frequently introduces phrases 
and expressions characteristic of spoken language. In 
"Muzhestvo" there are words conveying the protagonist's 
uncertainty—"it seems" (kazhetsia), "may be" (mozhet-byt"'), 
and phrases indicating his way of reasoning, such as: 

He6o 6bUIO Tonmy60e u 6e3H0HHOe. CamMoneTa Ha HEM 
He OHJIO. MoxeT, ero HM He 6HNO HHKOTGa? Tau 


HaBepHoe He ObIO. BCce STO — CKBEDPHHM, MYUHNTeJIbHEIM 
CO emtets ats 


B KOpHygope TONKaNuCcCb c weMOTaHaMH: DOIJDKHO OLITh, 
6o0ubuaAa cTaHuuaA. (p. 13) 


In his desire to show the new morality of the Soviet 
people as well as complex human relations, Jasieriski is 
close to Leonid Leonov. Leonov's Sot', Skutarevskii, but 
above all, Doroga na Okean (Road to the Ocean) are rooted in 
mora land psychological questions, the industrial setting 
providing only a background.» The plot of Doroga na Okean 


revolves around the last days of railroad commissioner 
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Kurilov, who is suffering from cancer. This old communist, 
who fought in the Civil War, and now is involved in the 
reconstruction of the railroad, seems at first an ideal 
choice for a "positive" hero. But he proves instead to be 
rather a "superfluous" man, unable to work, and Spending his 
last days in a sanatorium. Instead of showing his protago- 
nist in action, indefatigable and successful, Leonov portrays 
the deepening humanity of his hero. 

In comparison with Leonov, Jasieriski is still too 
one-sided in his portrayal of characters. He shows his 
protagonists absorbed in their social tasks, and completely 
neglects their personal lives. He still works with a few 
standard types of characters, the psychological character- 
ization only strengthening the division into the positive 
didenegaerve characters. “Ilyadoingiso, ne is closer to the 
theory of Socialist Realism, which requires literature not 
only to describe the realities of the new world but also to 
provide edifying examples. 

Another Soviet writer Warranting comparison with 
Jasieriski is Konstantin Fedin, whose many novels exploit the 
"Western" theme. In his Goroda i gody (Cities and Years) 
and Pokhishchenie Evropy (The Rape of Europe) Fedin juxta- 
poses life in the West with life in the U.S.S.R. Pokhishche- 


nie Evropy displays several parallels with Zagovor ravno- 
dushnykh. © Both novels contrast two antagonistic systems— 
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Socialism and capitalism. Fedin sets the action of his 
first volume in Norway, Holland and Germany, and portrays 
the economic depression, 1929-1933. Jasieriski moves the 
action in the second part of his novel from the Soviet Union 
to Germany, and depicts the polarization of the German 
people in the 1930's. Some join the ranks of the Communist 
party, others become Fascists. Both writers succeed in 
conveying a vivid picture of the West by contrasting the 
life of the rich and the poor, and by showing the growing 
demoralization of the Western people. 

In the second volume of Pokhishchenie the action is 
shifted 6 the Soviet Union. Despite Fedin's efforts to 
show the tremendous economic upsurge in his country, the 
PLELUresOcmoOVvact@realitvyelsmnots tooscOnvincingssalhis 
results from Fedin's uncritical copying of ready-made 
elements of the industrial novel—the unpaid labour, the 
shock workers, the enthusiastic leaders. 

In his treatment of Soviet reality, Jasieriski goes 
beyond such clichés by deepening the psychological portraits 
of his characters. He succeeds in transmitting the moral 
problems facing Soviet people. JZagovor ravnodushnykh is one 
of the first books warning against the indifference and 
apathy which lead to political repression. Published twenty 
years later, it reads like a tragic postscript to what 


happened in the Soviet Union in the 1930's. 
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CHARTER av. cL 
GROTESQUE ELEMENTS IN BAL MANEKENOV AND "NOS" 


Both Jasieriski's Russian novels, Chelovek meniaet 
kozhu and Zagovor ravnodushnykh, were written in the tradi- 
tion of psychological realism, considered to be the true 
method of Soviet literature. But Jasieriski was not an 
uncritical adherent of the theory of "pure" realism based on 
verisimilitude and the probability of characters and situa- 
tions. He believed that the fantastic and the unusual were 
indispensable elements of all fiction. In his 1934 address 
to the First Congress of Soviet Writers he accused Soviet 
critics of a narrow interpretation of Engels' formula of 


"typical characters in typical circumstances," maintaining 


that they wanted to reduce the typical to mere stereotypes. 
As a result, Soviet writers preferred to duplicate the 
schemes rather than risk being reproached for inventiveness 
and failure to reflect reality: 


MHe KakKeTCA, UTO H3SBECTHAA SHIeENBCOBCKaA MopmMysa 
peamu3Ma — THMHUHHH XapakTep B THMMUHEIX O6CTOA-— 
TeJIBCTBaxX ——- He BCeTTa NPaBHJIbBHO NPHMeCHAETCA Hamu 

B Halen FNMTepaTyPHOH paoote, UTO B NOuUcCKaxX THNHUHHX 
O6CTOATECNBCTB MH HeEpeOKO OrpaHvuuBaeMcaA, ECM Tak 
MOXKHO BHDPAa3SHUTBCAH, OOCTOATeENBCTBaMu 6ONee cTepeoTun- 
HbIMH, HaHuMeHee NOUMBeEPKEHHBIMH yNpeKy B aBTOPCKOH 

BHO YMKe H B HECOOTBETCTBHH C OObECKTHBHOH DeHCTBU- 
TeEJIBHOCTLH. 


"Soviet literature too empirically follows the steps of 
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reality," stressed Jasieriski in his speech at the Plenum of 
Soviet Writers in Minsk, and he called for "bold invention, 
raised on the material»of actual reality, but not afraid to 
leap forward to tomorrow": 
A OOBHHAW Hally NMUTepaTypy B wepecuyp POS&KOM, wepecuyp 
SMNHPHUeCKOM cCNeHOBaHuH MO NATAM 3a DeHCTBUTEbBHOCTBH. 
MHI OTpa@akaeM HacTOAmee B CTO COOTHOLICHHH K Mpounomy — 
29TO yIerue. Ho y Hac HET elle NPOMSBeENeHUH, KOTOpHE 
MaBasiw Obl HAM KapTHHy Hallero ,cerongqHa" uepe3 o6beK- 
THB Oyoywiero. . . . A NOQHHMaI CBOM royoc, Kak 
NOQHAMaAWT TOCT: 3a CMesIyIO BHITyMKy, BCKODMJICHHYHW Ha 
MaTepHasie KHBOH DeHCTBUTeENBHOCTH, HO He OOALYWCA 
TlepellarHyTb uepes ee MOMHOe HEOKHYAHHOCTH 3aBTpa.2 

Jasieriski's defense of artistic invention was not 
unwarranted. He utilized the fantastic and the extraordinary 
in his Bal manekenov (The Ball of the Mannequins), a satiric 
Plavawinrelcnmupgel93 i, Band inwlNos,. amshortestorympublished 
in 1936. Both works could be described as grotesque, since 
they present "the estranged world where what seemed familiar 
and natural suddenly turned out to be strange and ominous."* 
They are based on play with absurdity and on deformation of 
real correlations. 

Bal manekenov distorts reality to the point of 
alienation by moving the mannequins from the category of 
objects into the category of living creatures. Throughout 
the play Jasieriski credits the mannequins with the qualities 
and actions of human beings. 


The mannequin motif might have been inspired by E. T. 


A. Hoffmann's story “Der Sandmann ,"@ which Jasienski could 
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have seen in the form of Jacques Offenbach's comic opera Les 


Contes d'Hoffmann (Tales of Hoffmann), or of Clément Delibes' 


balers cOppe ta, moun Ngehismslayeinelaris sl hescentral 
episode of "Der Sandmann" depicts a mechanical doll that 
seems to be a woman. Olympia not only looks like a woman, 
but also walks, dances and sings. There is, however, a 
certain perfection that exposes her mechanical nature: her 
figure is too symmetrical, her steps are measured, her 
playing and singing are unpleasantly perfect. But Olympia's 
life-like appearance deceives Nathanael, who falls in love 
with the puppet. Interestingly, Nathanael's first encounter 
with Olympia takes place at a ball; he spends the whole 
evening dancing with her. The ball motif is expanded by 
Jasieriski, who sets the entire action of his play against 

a ballroom backdrop. 

Bal manekenov begins with the mannequins gathering 
for their annual ball. Not unlike people, they dance, 
gossip and amuse themselves. We could speak about the 
personification of the mannequins were it not that they 
believe themselves superior to humans. They consider men 
their "imperfect copies who to no avail imitate their 
harmonious and irreproachable figures." Human heads are 
regarded by the mannequins as "Shapeless and empty pumpkins" 
whose only function is to support hats: 


Bce OHHY—JMWb HHUTOKHHE KONHH, CHeJIaHHHe MO 
HallemMy OOpas3uy! CMexX MeCHA pas6upaeT, KOTZa A CMOTPH 
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Ha STHX CKPHWUCHHHIX ypODOB. OHH XOTAT BO UTO 6H TO 
HH cTaylo, UTOG6H MWaTbe, KOTOpOe HDeEaNbHO CHONT Ha 
Hac, Jiexkasio Ohl XOpOWIO HW Ha HHX. ... 

HOcCAT Ha Iwieuwax STH G6eECOOpMeHHHIe MycTHe OHHH, 
KOTOpHIe HaShHIBaWT TONOBaMM. OHH CHOAT Ha HUX TaK 
xe YPOQJIWBO, KaK HM UX TIaTbA. He 3HaW, MOKeT GHITH 
yY OPyTHxX PONOBH HMeEWT KaKOeC-HHOyOb oco60e Ha3Haue- 
HHe€, HO 3THM TYHEADHAaAM OHH CUyKaT WuWb NoacTaBKamMu 
Mid UX CMeCWHEX TpDyYOOOOPaBHHIX IJIAN. 

The happy atmosphere of the ball is changed by the 
arrival of Ribandel, who has mistaken a female mannequin for 
a pretty woman and followed her to this place. Fearing the 
worst if people learn their secret, the mannequins kill the 
intruder. Ribandel's head is cut off, but his headless body 
wanders off. The Mannequins draw lots for the head and the 
winner attaches it to his own trunk and goes to a party 
given by the owner of a big automobile company. 

All these absurd phenomena—the personification of 
the mannequins, the transformation of a mannequin into a 
human being, the normal functioning of a body without a 
head—are presented as actual occurrences. 

The absurdity of the play is strengthened by the fact 
that the human characters, confronted with these situations, 
behave as if nothing unusual had happened. When the manne- 
quin comes to the party, he is accepted there as Ribandel. 
The true Ribandel, headless as he is, is simply treated as 
an impostor. At first the servants think he is a party-goer 


in costume returning from a masquerade: 


[Tne xe 3TO BH ce6e TaKOH 3amMeUaTeEJIBHHHM KOCTHOM 
BHKONAaIH? (p. 82) 


HaBepHoe, C KaKOTrO-HH6yob MacKapana. Mano mu TaKHXx, 
HaxJI€CTaABLMXCA HO UYOPTHKOB, OpOAT yTpomM Mo ropoyy 
MeHHKake He MODYT Nonmacth POMou. Ha TO Beth y HHX u 
KapHaBan. (p. 85) 


Then they blame the stranger for drinking toomuch and "losing 


his head." Heresiasitenskimreactivates anuidiom, “potertat* 


golovu," which literally means "to lose one's head," its 


idiomatic usage suggesting, however, a person befuddled with 


drink: 


WouTe-Ka, MoumuTe CBOW TronoBy, a NoncTaBbTe ee moy 
KpaH. MoxetT, BaM STO MOMoxKeT HeMHOTO. (Pp. 85) 


Xopoul rycb, a? TlepBHH pa3 B KXH3HH BUXYyY DO TakKoHu 
CTeneHwH Haxne6aBueroca. (p. 83) 


Such a reaction was expected by the mannequins, who were 
convinced that the headless person would be treated as a 
drunkard: 
Be3 TOIOBA] NycTb 6ExXHT Kya xoueT. MoxeT 6O0OITATHh 
XOTb WO yTpa, BCe PaBHO eMy HHKTO Tenmepb He MOBeEDPHT. 
NonyMawtT, uTo NoTepAN TroNnoBy MO NBAHOH NaBouKe. He 
IpHMyT ero TpenoTHu Bcepbe3s. (p. 32) 
All the above examples reflect a play on the primary and 
secondary meanings of a popular idiom, and in a sense we 


could speak of the "textural grotesque," the intentional 


distortion of language which strengthens the absurdity of 
the play.°® 
The grotesque is coupled in Bal manekenov with 
realistic, concrete details. In the first act Jasierski 
"translates" the fantastic into the ordinary by supplying 


the exact place and time of the action—Thursday, January 


17th in a Paris fashion salon. He drops names like 
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"Samaritaine," "Philippe et Gaston," "Cherlitte," well-known 


in the world of Parisian department stores and fashion 


houses, and introduces Mr. Ribandel as a member of the French 


Socialist Party and the League for the Defense of Human 
Rights, and as a Member of Parliament. 

Real-life situations are at the centre of the action 
in) thessecond) and third: acts/of the plays At+a party given 
by Mr. Arnaux, two competing factory owners try to gain 
Ribandel's support to avert a strike. They offer him money 
and promise the affection of their wives and daughters. But 
the mannequin, unfamiliar with the human world, upsets their 
plans, and at the same time violates the conventions of 
human behaviour. 

Thus the confrontation of the mannequins with the 
human world was needed to bring out in full relief the 
hypocrisy of the capitalist world. Bal manekenov is a 
pungent satire on Social Democrats who are actually puppets 
in the hands of big industrialists. 

The world of capitalist industry had to be destroyed, 
believed Jasieriski, and he expressed his conviction in the 
closing monologue of the play. The mannequin has become so 
frustraced with the human worlasthateit is witheqreat reliet 
that he meets the true Mr. Ribandel. Without delay he 
returns the head and leaves this strange, incomprehensible 


world. Upon leaving, he delivers a monologue laying open 
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the idea of the play—the inevitability of the revolution 

that will destroy this hypocritical and unjust society: 
BHUrpal rowoBy—oobpanoBanca. UTyMasI—KNay Hallie. 
A Hy Bac c BaweH ronoBOoH! Tenepb-TO A 3HaH, OHA 
wero OHA BaM HyxKHa. He HampaCcHO MBI peliMnu OTpe3aTb 
ee STOMYy O@pyKTy. Ja uTox? BceM BaM pa3Be OTDPeXeLIb? 
HOXHMIT He xBaTaT. Dla u He Hallie STo yeno. Ilpunyt 
TakHe, KOTOpHe STO cCHenawT Nomyume Hac. Mb OyManu, 
uUTO BH Hac TONBKO DonekKamu. OKa3HBaeTCAH, ECTb ene 
KOMy C BaMH paccuuTaTbcA. MOBYQHMOMy, He STOT pa3 
B3AJIMNCb 3a Bac He Ha WyTKy. Jonro BaM xaTb He 
lipugetca! (Dee Oo) 

Bal manekenov was published in 1931, at the time when 
the RAPP critics insisted that the only style of proletarian 
literature should be psychological realism, excluding the 
use of fantasy, hyperbole and caricature. Fortunately for 
Bruno Jasiernski, his play received enthusiastic support from 
a prominent figure, Anatolii Lunacharskii, who wrote an 
introduction to the first edition. Lunacharskii defended 
Jasieriski's use of the fantastic as an excellent means of 
transmitting political satire, holding that this kind of 
unrealistic distortion "allowed the author to show those 
qualities of the represented phenomena he wanted to empha- 
size." To reproach Jasieriski for artistic deformation, 
warned Lunacharskil, would be like "picking holes in a fat 
goose": 

Ho TOT CpaBHUTeNBHO He6OsIbWIOH MaTepHan, KOTOpHIT 
MIpHBOUHT B WaHHOM Cyyuae ACeCHCKHH DIA peasIbHOH 
XxapakTepHCTHUKU CBOMX 6ypxXya H CBOHMX COMMAaJIMCTOB, 


HEO6OLIKHOBECHHO BHUIphHBaeT TEM, UTO OH MOKaASaAH Ham 
B HE€OKHDAHHOM 3eEPKasIe, HPpeasIbBHO HCKakawwem 
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NPONOpuuH, HO 3aTO BeENHKONENHO NODYePKUBANWLIEM Kak 
pas Te YepTH H306paxaeMOTO, KOTOPHIe aBTOpP xoTen 
HaM NOKa3aTb BO3MOXHO 607Iee BHITyKIO. 

Jasierski's next grotesque work, "Nos" (The Nose), 
was written in 1936 and published in the pages of the news- 
paper Izvestifa,® Jasieriski openly admitted Gogol's influence 
by borrowing the title and by introducing a motto taken from 
Gogol's story: 

HO uTO cTpaHHee, UTO HeENMOHATHEEe BCeErO,— STO TO, 

Kak aBTOpPH MOLryT 6paTb MODOG6HHIE CHKETH. 

- e »- A BCe, OFHAKO xe, KAaK MOPASMBHICJINUIb, BO 

BCEM 5TOM, TipaBoO, e€CTb UTO-TO. KTO UTO HH TOBOpH, 

a MOWO6HbIC NPOHCWeECTBHA O6HBaWT Ha cCBeTe, — peKO, 

HO ObIBaHWT. 
As suggested by the motto, Gogol's "The Nose" attracted 
Jasienski with its bizarre plot centring around the disap- 
pearance of the nose from the face of a young Petersburg 
clerk, Kovalev. Jasieriski borrowed the central motif from 
Gogol, but introduced a number of modifications. The 
protagonist's nose does not disappear, rather it changes 
drastically in shape, from "perfectly straight, a little 
fleshy and bulgy at the end" into "a large, hooked nose of 
the Semitic type." This change has far-reaching consequen- 
ces, Since the nose belongs to Professor Kallenbruck, an 
outstanding German anthropologist, author of an anti-Semitic 
theory of the influence of the shape of the nose on the 
psychological tcharacter of Jewry. According to his book, 
The Endogenic Minus-Variants of Jewry: 


Ilo cpaBHeHHW C HOeaIbHOH MpPAMHM3SHOH TpeKO-HOpaMUeCKOTO 
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HOCa C@MHTCKHH HOC,— B 3STOM He MOTJIO OHITb COMHeEHHH, 

—— lpefcTaBnan co6o0k ABHyl MaTonorMueckyW TedopMauun. 

C TeYeHHeEM BEKOB OHA yTpaTHNa CBOH cCy6beKTHBHO- 
MaTOJIOTHYCCKHH XapaKTep UH MpeBpaTuNacb B ODHH U3 
TeCHOTHNHYECKH OO YCNOBNECHHHX PACOBHIX MPH3SHAKOB. 

BNuAHNe STOH TedopMaluu Ha CKNan yMa u McuxXonoru- 
weCKHe OCO6OCHHOCTH eBDeHCTBa OHIO OAaKTOM BMOJIHE 
HarsyIAOHHM HM HE Tpe6OBasIO OCOGEIX DOKasaTeJIbCTB. (ie Cysts) 

The non-realistic, bizarre plot is combined in "Nos" 
with realistic, concrete details. Jasieriski offers an 
accurate description of Germany in the 1930's, down to such 
realistic details as the names of Fascist organizations or 
references to Fascist newSpapers. He juxtaposes Kallen- 
bruck's pseudo-scientific theory with the existing anti- 
Semitic theories elaborated by Hans Gtinther and Hans Stecker, 
and frequently quotes from their works on the subject. 

The fantastic supposition is the starting point of 
the action in "Nos." The effect of absurdity is further 
strengthened by the coexistence of the realistic with the 
fantastic eats first the readeuuis conrrontedewith a series 
of absurd situations—the sudden transformation of the nose, 
the visit of a person killed a few years before, the trip) to 
the genealogical garden—none of which are susceptible to 
any realistic or rational explanation. The introduction of 
the dream motif changes the situation drastically: all these 
strange, absurd occurrences have happened to Kallenbruck in 
his nightmarish dream. 


With the protagonist's awakening the action passes 


from the realm of the fantastic into the realm of the actual, 


abe) 2) 


but the events that follow only confirm the nightmarish 
dream. While delivering a lecture on "The Semitic Nose as 
One of the Inherited Minus-Variants of Jewry," Professor 
Kallenbruck discovers to his horror that his nose actually 
has changed its shape. Once more the reader is given a 
rational explanation. The epilogue suggests that Kallenbruck 
lost his reason and was committed to a lunatic asylum. 

But the epilogue also mentions a secret investigation 
that proved the Jewish lineage of many prominent Nazis. 

This information forces the reader to recall the insidious 
plan of the Jewish Council to bribe archivists to add some 
carttichh ‘emeteooras to all Germans, starting with the most 
distinguished National-Democrats. Here Jasieriski returns to 
the fantastic plane of his story, thus refusing to draw a 
clear line between the real and the fantastic. 

Exactly the same device was employed by Gogol, who 
intentionally bewildered his readers as to the credibility 
of the events depicted in his story. At the beginning of 
the epilogue, the narrator seemed to question the propriety 
of writers choosing such fantastic plots, but then he 
reassured the reader that "such things do happen, rarely, to 
be sure, but they happen." Gogol deliberately discarded the 
dream motif that was used as the framework and the motivation 
for the otherwise absurd phenomena in an earlier version of 


"The Nose": 
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BupowemM BCe STO, UTO HH ONUCaAHO 30eCb, BUuaenoch 

MaHopy BO cHe. U Korga OH MpOCHyNcH, TO B TakKywW 

MNpHwWeJI PanOocTtb, UYTO GpOCHJICA NAAcaTb B ODHOH py6auxe, 19 

The grotesque affected not only the substance of 

Jasilenskits story, but also itsesty listic treatment. ‘The 
effect of absurdity is strengthened by a certain tension 
between the dramatic story and the jocular manner of presen- 
tation. This humorous tone is apparent from the first 
lines, which characterize the protagonist as a distinguished 
scholar of "anthropology, comparative 'raciology' and race 
psychology." The neologism "raciology" (rasovedenie) 
conveys the author's sarcastic attitude towards his hero and 
the discipline he represents. Jasieriski scoffs at Kallen- 
bruck's theory with its solemn scientific pretensions. In 
order to adhere to exact Scientific methods, the anthropol- 
Ogist measures his nose with a compass: 

Wahl H B STOM CyIyuae NPUDepKXNBATBCA B ONUCAHHH JMB 

TOUHOTO ABSHKaA HayKH, Mpodeccop yoctan us AWwuKa 

CKOJIB3AWHH WHPKYJIb, YNOTpPeS6AeMHIH B TaAKHX CIyuaAx 

aHTponomMeTpamMu, H Mowen K 3epKasy, TOTOBACh MpOBeCcTU 

nepel HHM HeEO6OxXOZHMBIe H3MePeHHA. (Dem o0)) 
The humorous tone continues in the episode describing the 
transformation of Kallenbruck's nose. The narrator speaks 
of "an uninvited nose which does not want to give up the 
DPlacceltmhias taken a etancyselO sm MemSecrLOUuSsnesss Olathe 
situation is contradicted by an image of a snotty nose which 


misinterprets the professor's gesture and blows a snot: 


IIpogeccop eme pa3s Nonvouwes K 3epKaNy HY C OTUAaAAHHHeEM 
PBaHyJI DByMA MasIbuaMH OOF BecTb OTKya B3ABWHHCA 
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HE3BaHHHH HOC. Hoc axe He OPOTHy, BHOHMO u He 
HyMah pa3sslyuaTbca Cc O6M06OBaHHHIM MECTOM Ha me 
mpogeccopa. 

Bonee Toro, MpuYHAB MpHKOCHOBeHHe NanbueB Kanneu- 
OpyKka 3a ECTECTBeHHHM MpOCTOHapODHH %xXeCT, OH 
HOOpogyuHoO BHIMycTH GBe conm, ... (pp. 190-191) 


The humour reaches its height in the description of 
the Jewish Council, attended by Kallenbruck. The character- 
ization of the twelve Jewish sages is based on caricature, 
which ludicrously distorts a given feature. The Sages are 
depicted as decrepit men whose faces are covered with hair 
growing from their ears and noses, not to mention their long 
beards, corkscrew curls, and bushy eyebrows that look like a 
pair of mustaches growing above the eyes: 

Y eBpeesB G6hHH cenbie 60pODH TO noxca u MeHCH, 

MJIMHHbIC, KaK PaCTAHYyTbIe MpyxXHHbI. . . . 
BOJIOCH] pocnmu y HerO H3 yuleH UH M3 HOCa, cCemHe Kak 
NOJIHb, H OyHHble SeyIne GPOBH, HUCNanaBume Ha Tuasa, 
Ka3ayIMCb BTOPpOH Napouw ycoB, BEpOCcHMX NO ouMb6Ke Haz 
PtasaMie gli p .a20 2) 
The Jewish elders behave like stage puppets. They leave the 
table to sing a couplet, act out its meaning, dance, and as if 
by command they return to the table: 

TIpH Buge nmpodeccopa KanneH6pyka BCe DBeHAanWAaTh 

cTaplueB C HE€OKHNTAHHOH B UX BO3pacTe pe3BBOCTBEW 

BCKOUMJIM C MeCT H CNemu xXOpoM. . . . KCHUHB Neth, 

OHH TIpogvesanv WenicTAMM HECKOJIBKO MpOKOPNHBHX DBU- 

KEHHH WU JIASTHYJIM 3Sy6aMH, OOpa3sHO MNOKaA3SHBaA, Kak 

6yHeT NMPONCXOOHTb STO cbeyeHHe BCero MHpa 3a OTHHM 

YKHHOM. 3aTeM, TIpommnAcaB Ha MeECTe& HECKONBKO TAKTOB, 

cTapubl, Kak MO KOMaHe, CHOBa ycesMCcb 3a CTON u 

NOrpy3uHJIMNCb B CypoBoe MOmUaHHe. (p. 202) 


TheyelustengpoltitelystoskKabienbruckesestory,spromising to 


help him provided he agrees to stay with them. As a sign of 
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assent he eats a slice of matzo, made of the blood of Nazis, 
and is accepted as the thirteenth member of the Council. He 
is immediately transformed into a decrepit man, not unlike 
the others. Here Jasieriski parodies legends propagated by 
the Nazis, about bloodthirsty Jewish rituals. The whole 
episode seems to be a parody on the traditional folk-tale 


11 Professor 


Mots peOrelLesting sand interrogating the hero. 
Kallenbruck is first tested; he passes the test, and as a 
result he is able to propose an insidious plan of revenge. 

The grotesque also affected the verbal texture of 
Jasieriski's story. The effect of absurdity is produced by 
metaphors based on semantic unexpectedness, such as "profes- 
sor v serdtsakh spliunul" (the professor spat in his heart), 
"Kallenbruk ushel s glazami v svoi vorotnik" (Kallenbruck 
escaped with his eyes into his collar). The last metaphor 
paraphrases Gogol's description of the personified nose who 
PWwaSsehioingeiisenose ileagbig  cOllarus (priatalssovershenno 
1itso svoe v bol'shoi stofachii vorotnik). 

Grotesque distortion is evident in the image of the 
genealogical garden, based on a play on the literal and 
metaphoric meanings of the idiom "genealogical tree." This 
"genealogical garden" consists of real trees, which show the 
pedigrees, i1.e., the genealogical trees, of all) Berliners: 
The shape of each tree is determined by the individual 


ancestral line: 
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Tam ObIIH DepeBba TpomayHBle, Kak 6ac6aobyl; 6b TOHKHE 
MH BHICOKHe, KaK KHMapHChl; OHH HU TaKHve BeETBUCTHEe 
CHH3y H OFOJIGHHHeE y BepxXyllIKH, UTO Ka3ayIOCb, pactTyT 
OHH BBepxX HOraMH, HU O6bIIM, HAOOOpOT, OWMMAaHHHe cCHUB3Yy 
H Kyi@ylacThe HaBepxXy, KaK XAMeEPONMCH}; GbIIH CKPIOUeHHBIe 
B OOHY CTOPOHY, Kak TuMraHTCKHe KyCTH Cakcayna, u 
ObJIH Wapoobpa3sHble, CJIOBHO MONCTPHKeHHHIE UCKYCHOH 
PyKOH caqoBHuKa. (p. 194) 

As in the case of Bal manekenov the grotesque is used 
in "Nos" for satirical purposes. Jasierski built his story 
around a satiric supposition of what would happen if a 
prominent theoretician. of anti-Semitism discovered his 
Jewish origin and became a victim of his own theory of 
racially inferior people. The fantastic plot allowed 
Jasieriski to aim a blow at racism and anti-Semitism in 
Fascist Germany. 

Such a didactic use of the grotesque was in full 
agreement with the theory of Socialist Realism, which recog- 
nized only the satirical usage of the grotesque. The shaft 
of satire, according to Socialist Realism, should be directed 
against the vices of bourgeois society, rather than against 
the shortcomings of Soviet life. In conformity with these 
requirements, Jasieriski utilized the grotesque only to 
condemn evils of the capitalist system. When it came to the 


affirmation of Soviet society Jasieriski adopted the popular 


Socialist-Realist models of the industrial novel. 
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CONCLUSION 


To evaluate Bruno Jasierski's literary career is not 
an easy task. He was both poet and prose writer. He was a 
Futurist as well as a Socialist Realist. He was a bilingual 
writer whose name belongs to two different literatures. 

On the surface, Jasieriski might seem inconsistent and 
contradictory. After all, poetry is very different from 
prose, each having internal laws of its own. Equally 
disparate are Futurism and Socialist Realism, the former 
insisting on the BOOM ae © art and concerned with the 
poetic word, the latter conceiving art as a form of social 
consciousness whose function is to reflect objective reality 
and to show its inner contradictions. Because of the 
SOqgnlervesand seaucat lone lerinctions »tealism Ss) consacered 
by Socialist Realism the best artistic method, while Futurism 
has a strong distaste for realistic art and advocates the 
Principle Of Creative distortion and the necessity (of 
literary change and novelty. 

Yet there was an inner coherence in Jasieriski's 
transition from Futurism to Socialist Realism, from poetry 
to prose. From the very beginning he was aware of the 
Socialstasks facing Jiteraturessein fis) firsceruturast 
manifesto "Do narodu polskiego" ie NaHS that the "sporadic 
and isolated reform of art in abstract isolation from life 


“itself will prove futile, fruitless and idle." While 
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challenging his colleagues to "reform life," he himself was 
undecided about the kind of social changes which should take 
place. The decision came very shortly, when Jasieriski 
became involved in the Communist movement. He adopted the 
revolutionary ideology and proclaimed the slogans of the 
proletarian revolution. From "engaged" literature it was 
but a step towards Socialist Realism requiring literature 
"to depict reality in its revolutionary development," that 
is, to reflect the contradiction of social development and 
the future directions of its evolution." Jasietiski took 
this step after coming to the Soviet Union, and adjusted his 
works to the requirements of the theory of Socialist Realism. 
Jasieriski's growing concern for utilizing literature 
for propaganda purposes was responsible for his switch from 
poetry to prose. He began his literary career as a poet, 
sharing the Futurist belief in the superior evocative power 
of the poetic word. He continued to write poetry in his 
"engaged" period; both PieSsn_ o gtodzie and Stowo o Jakubie 
Szeli are long poems. He switched to prose in Pale Paryz, 
convinced that prose was more communicative and therefore 
more effective as "a weapon of the class struggle." The 
same conviction was held by Soviet writers, if the relative 
amounts of prose and poetry written in the 192N"s are any 
indication. But Jasieriski came to these conclusions 


independently, even before he moved to the Soviet Union. 
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Jasieriski's switch to prose proved permanent. With 
the exception of Bal manekenov, all his works written in the 
1930's are novels or short stories. The reasons for that 
were twofold: ideological and practical. The practicaL 
reason followed from his decision to write in Russian. 
Prose, much more than poetry, would tolerate his imperfect 
knowledge of the language, and Jasieriski's Russian was 
probably somewhat faulty. 

As a bilingual writer Jasierfiski made a contribution 
to the development of two literatures. His importance to 
Polish literature stems from his elaboration of the Futurist 
aesthetic programme, and his application of these principles 
to his poetry. As a Futurist poet, he helped to abolish the 
aesthetic canons of Mtoda Polska, and to elaborate new forms 
of artistic expression. It must be said Chat Comparison 
with the Skamander group or the Cracow Awangarda, Jasieniski 
was a lesser talent. His attachment to Futurism was so 
strong that at times the formal experiment took over all 
else, to the detriment of the poem as a whole. 

Jasieriski's Futurism needs to be evaluated not only 
fOreucsestoniticancesingcheghisctory OlePolvsneliteracue, 
but even more as a necessary stage in his development as a 
Socialist writer. By bringing together a Futurist form with 
a revolutionary ideology, Jasiefiski was able to produce 


great poetry. Piesri o gtodzie, written under the influence 
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of Mafakovskii, is a truly revolutionary poem, offering a 
vision of the revolution in an avant-garde form. Skowo o 
wakubiesszeli, a etascinating story of the peasant rebellion, 
successfully combines Futurist poetics with the Polish 
folklore tradition. With these two poems and the novel Pale 
Pary2, Jasieriski made a significant contribution to Polish 
prolevtaslan literature: 

Jasieriski's place in Soviet literature is secure, 
thanks to his Chelovek meniaet kozhu, one of the best indus- 
trial novels written in the Soviet Union in the 1930's. The 
novel is equal to those of Gladkov, Leonov, Kataev and 
Erenburg, its originality lying in the use of an engaging 
plot, local colour and a highly metaphoric style. Even as 
a Socialist Realist, Jasieriski did not give up his unique 
style of writing, which incorporated the poetic with the 
prosaic. He continued to utilize the fantastic and the 
unusual, which he considered a legitimate part of Socialist 
Realism. Thus he always preserved certain elements of 
Futurist poetics, thus escaping in part at least the 


strictures of Soviet literary doctrine. 


ome me err Yas se # i 
} ' ie et Lom 
a i. i a> n bday, 
: (8O-TJnevs AB BZ ° 
’ rl - _ ‘P.- 
- en 
» a) 
qe 3 a, wiltenioe 
ill > 
+ , - 
a) 
ra b i 474 aor 
§, 4 
3 45, 1220 
— & Pos 
> ad 
Ps ‘ 0584s 
i 
= fe 
i ete ig. 
Z af aoe 
« “at ' 
r* j 7 
’ 7 2 
— a dt 
i] o. 
‘ ? . , ; <4 
. - i 
Ti i 
“ Fl 
2 - 5 « ts absiya 
: 4 ee. bhoranyvooconnl donee “eres -T" | 
. . ” by “ - ‘ ba 
a i 5 Le “t 
3 ed ostiicu io Bo on. Os 
= a ‘ 4 = 7 : a 
. 7 * ; < / i , > re —s - 
} : a) chica & Qs Apl be ft ey. 9 sd dole , a8 LE ; 
R 4 , a . sae PS a | : a a 
dos ; bon a bs lo - pete 


>. oe 
ion | seste avavis.ed. cual » me 


FOOTNOTES TO INTRODUCTION 


teysman is the name quoted by Edward Balcerzan in his 
introduction £O Bruno Jasierski, Utwo oetyckie, manifesty, 
SZKL Ce g(Wroctaw welos2)e~ ped = tasmweluieas by Polski Stownik 
Biograficzny, XI (Wroctaw: 1964), 27. A different name is 


given by Stownik Wspdoiczesnych Pisarzy Polskich (Warszawa: 


1964), II, 32, namely Zyskind. 


-There PS vay contain wcontusiomas iLOutheudate of: the 
establishment of "Katarynka." According to Tytus Czyzewski, 
"M6j Futuryzm," Zwrotnica, No. 6 (1923), he was approached 
by SPrunoPJasleniskiminwel9 7 aethis is fobviously a mistake, 
Since Jasieriski was at that time in Moscow. A more reliable 
date eiswgiven in Anatol’ Stern, ‘Bruno Jasienskis (Warszawa: 
1969), -p. °25, in which according to’ the reminiscences of 
Jasieriski's brother, Jerzy, the club was Giger ilzqeyel alee, Bh) I8) 5 


3the Futurist public appearances took place not only 
in Cracow and Warsaw, but also in Wilno, 4£B6dzZ and Zakopane. 
Cf. Jasienski's recollections of Futurist activities in his 


preface to Nogi Izoldy Morgan (Krakdéw: 1923). 


athe most important manifestoes were "Tak" (1919) and 
"Prymitywisci do narodéw Swiata i Polski" (1920), published 
by the Warsaw group, and four manifestoes that appeared in a 
publication of the Cracow Futurists: Jednodrnuwka futurystuw 
(Krakdéw: 1921). 


*Jasierski WLrOCCMI ime EH UcCULy2leDOLski m(bistans)s, | 
Zwrotnica, No. 6 (1923): "Futuryzm jest forma Swiadomosci 
zbiorowej, ktéra nalezy przezwyciezyé. Ja juz futurysta nie 
jestem podczas gdy wy wszyscy jesteScie futurystami." 


®Bruno UaASlenskiyw-COS wrrodZaju autobiografias, Jain 
Utwory poetyckie, manifesty, szkice (Wroctaw: 1972), p. 249. 


"Jasietski was a chief editor of Kultura Mas from 
1929 until 1930 when he was replaced by Jan Nejman. This 
was a result of serious disagreement on the question of the 
possibility of the development of a Polish proletarian 
literature in the USSR. Jasieriski was one of the very few 
members of the Polish Section of the VOAPP, who believed 
that a Polish proletarian literature could be created only 
in Poland itself, not abroad. His views were considered 
reactionary and labeled as "national-opportunistic." Cf. 
"Ku pierwszemu wszechzwiazkowemu," Kultura mas, No. 1 (1931), 
pe 9. For detailed information on Kultura Mas see Krystyna 
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Sierocka, Z dziejéw czasopismiennictwa polskiego w ZSRR: 
Ki curas Mas 1929= 193 (Warszawa: 11963), “and! Marian Stepien, 


Zagadnienia literackie w publicystycerpolonzi radzieckie, 
(Wroctaw: 1968). 


Spe fore becoming» thetchieteedcitor of biteratura 
mirovol revoliutsii Jasieriski was on the editorial board of 
Vestnikginnostrannol literatu @979—-1990)eealateratura 
mirovol revoliutsii was published in the years 1931-1932. 
Jasieriski was released from his duties as its chief editor 
etetenie endeorel932 andsreplaced by S. S. Dinamov. The new 
editors published only one more issue of Literatura before 
it was discontinued and replaced by InternatSionalnaia 
literatura. A detailed analysis of the periodicals pub- 
lished by the MBRP (International Agency of Revolutionary 
PiLeeacuLe eet omctVeneitigielwmuanscki su PerTod: cheskie 
izdaniia MBRL i MORP-a," Literaturnoe nasledstvo, LXXXI 
(Moskva: 1969), 545-605. 


9 Zagovor ravnodushnykh was first published in Novyi 
MpGpeNOs eo /9 (1956 

10nhe date of Jasieriski's death is not certain. 
Balcerzan gives December 16, 1939—"Wstep," Bruno Jasienski, 


Utwory DOCryerlc aidilitescy pasZzkace  (Wroctaw: 1972). Berzan-: 
gives October 20, 1941——"Bruno Iasenskii," in Bruno Tasenskil, 


Izbrannye proizvedeniia v dvukh tomakh (Moskva: 1957). 


mig the Soviet Union appeared a two-volume edition 


of Jasieriski's prose, Izbrannye proizvedeniia (Moskva: 1957). 
In Poland the publishing house “Czyteinik”™ began the publi- 
CationsofL all @Jasienski"s works: Pale Pary2) appeared in 1957, 
Utwory poetyckie in 1960, Cztowiek zmienia skore in 1961, 


Zmowa obojetnych in 1962, and Nogi Izoldy Morgan in 1969. 


12566 Grzegorz Lasota, "Poczatek drogi Brunona Jasien- 
skiego," Przeglad Kulturalny, No. 7 (1956); "Bruno Jasierski 
bP rewolucyjnyeteatr, " Przeglad) Kulturalny, Now 47 3(4937);¢ 
"eZ. OwLeke ZILen LasGkOLre al WwOoLeZzOSe, MNOGwN2 6151950) sAlLSO 
Anatol Stern, "Bruno Jasienski—poeta rewolucji," Gazeta 
Robotnicza, No. 57 (1956); "Poeta buntu,™ Wiedza i Zycie, 

INGwme sero 5.6 ee "Wspomnienia o Brunonie 720 SReRanee Nowa 


Kul tuna eNO o (1956) SinglIG9eappeared As oternis ~ monograph 
Bruno Jasieriski (Warszawa: 1969). 
ACs: 


Anna Berzin' wrote a preface to the Soviet edition 

of Jasieriski's works as well as an introductory note to his 

unfinished novel Zagovor ravnodushnykh, Novyi mir, No. 5 
C95 0) 7a Oise 


te anatol Stern, Bruno Jasieriski (Warszawa: 1969). 


1 Sraward Balcerzan, Styl i poetyka twdércezogci dwu- 


jezycznej Brunona Jasienskiego: Z zagadnien teorii przektadu 
(Wroctaw: 1968). 


16 : . va . . ie: Zz . 
Marian Rawiriski, "U genezy wczesnej twérczosci 


poetyckiej Brunona Jasieriskiego," O wzajemnych powiazaniach 
literackich polsko-rosyjskich (Wroctaw: MOG EF app. 1 96=2208. 
""Stowo o Jakubie Szeli' Brunona Jasieriskiego wobec folk- 
loru,™ Pamietnik Literacki, 62 GLO Peo l— lt Se 


ou. I. Pruttsev, "Tvorcheskiil Due rTuno Tasenskogo," 
Diss. Moskovskii gos. pedagogicheskii institut imeni v. I 
Lenina 1966. 


aona G. Shafer, "Romany Bruno Tasenskogo ," Diss. 
Kazakhskiil pedagogicheskil institut imeni Abaia 1968; E. M. 
Khoroshukhin, "Khudozhestvennaia proza Bruno Iasenskogo," 
Diss. Leningradskii pedagogicheskii institut imeni Gertsena 
LI69% 
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FOOTNOTESSTOSCCHARTERS! 


lpyszard Matuszewski and Seweryn Pollak, "Gtdwne 
nurty rozwojowe liryki dwudziestolecia," Przeglad Humani- 
SayiCa rive, mG ml O9)muns oe 


27dr63 was published in the years 1917-1922. Jan 
StUubeSsmatticlomezeqorchcemyuweappedreduin= Zdrdy, eNO. 5-6 
(1920). For a detailed study of "Zdrdé6j" see E. Polanowski, 
BRKSDLeEs |Onizmepoznanski ;uebiss. ePOznanelUnmveLo6u; tandal. J. 
Lipski, "Expressionism in Poland," Expressionism as an 
International Literary Phenomenon, ed. U. Weisstein (Paris: 
TOS Sapo aie 99-3145 


3the name of the group originated from the name of 
the old building in Muchawa, a residence of Emil Zegaditowicz. 
Inglo22ethe (gqroup published sthe first issue ofsCzartak, 
which was intended as a regular publication. The plan did 
not work out and the group published two almanacs instead: 
Czartak: Zbdér poetdéw w Beskidzie (Warszawa: 1925) and Czartak: 
Zbdor poetéow w Beskidzie (Warszawa: 1928). The history of 
them, Czantakweorcupevaserecalled by wone (Of T1tsimembers, 
Edward ekKozikowskas, YEmileZegadiowicz i grupa Czartaka,”™ 
Miedzy "prawdapiesplotka (Krakow: 1961). An analysis of the 
"Czartak" poetic programme was carried out by Jan Prokop, 
"Prymitywizm w kregu Czartaka," in Problemy literatury 
pOusktegwlatmloJ0s I SOFmec mr. Zabicki (Wroctaw: 1972). 


4 e0n ChwistekeelFormizmy,e LOrmisgcryeno aaze (1920)r: 
FormiSci appeared irregularly. After the publication of the 
first issue in October 1919, there were only two more issues 
published the next year in April and November. A thorough 
study of the Formist group was given by J. Szczeparska, 

Eis toria se oprogramigrupy ©’ Formisci polscy Wwelatach 1917= 


Mo22%, Materiaty dors tudiowsil fdyskusgal, SiEtS IV O05 4)77 e201 = 
250) Bandsby.e0 suPollakdéwnay “Formiscid(Wroctaw: 51972) 


The title of the periodical referred to the river of 
Troy in Wyspiariski's drama Acropolis. Skamander was pub- 
lished in the years 1920-1928 and was resumed in 1935-1939. 
There exists a rich critical literature on the "Skamander" 
group. The most interesting works are: Michat Gtowirski, 
"Grupa literacka a model poezji: Przyktad Skamandra," Z 


problemdéw literatury polskie} XX wieku, II (Warszawa: 1965); 


M. Gtowiriski, Poetyka Tuwima_ a polska tradycja literacka 
(Warszawa: 1962); K. W. Zawodziriski, Wsrdé6d poetdéw (Krakow: 


1964). 
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after the publication of six issues in the years 


1922 and 1923 Zwrotnica was suspended, to reappear in 1926- 
AS AT pr. 


Tost of Peiper's theoretical articles were published 
cnpawrotnit ca, PUnKtawy jscia, seins No. 1 (1922) 2"Miasto, 
masa, maSzyna,' in No. 2 (1922), and "Metafora teraZzniej- 
S205Ci ee eNO om Lo 22). wetheveappearcdmlaterein book) form, 
entitled Tedy (Warszawa: 1930). Earlier Peiper published a 
book Nowe usta; Odcezyt o poezji (Lwdéw: 1925). In the first 
phase of Awangarda development Peiper had a monopolistic 
privilege to formulate the programmatic propositions. The 
theoretical pronouncements of other Awangarda poets were in 
full agreement with his ideas. Later, this homogeneous 
system was replaced by diversified opinions of individual 
members, who often disagreed with Peiper's assumptions and 
postubatedsthei 7. sowniesoluvions seeGieeu dias hzekowokiy § POCZ ja 
integralna (Warszawa: 1933), "Integralizm w czasie," Pion, 
NOS UNGLo Oi) pay ObLazniagwyzwolona,.- Pion, No. 18 (1939)), 
ance paneer EZV0OS,; mel dcamry GOCU pea 4WlOthntCa,mNO. el2.5(1927). 
There is an excellent monograph on the Awangarda aesthetic 
programme, written by Janusz Stawinski, Koncepcja jezyka 


poetyckiego Awangardy Krakowskiej (Wroctaw: 1965), as well 
as studies on the leading poets of Awangarda: Stanistaw 


Jaworski, U podstaw Awangardy: Tadeusz Peiper, pisarz i 
teoretyk (Krakow: 1968), Jerzy Kwiatkowski, Swiat poetycki 
Juliana Przybosia (Warszawa: 1972). 


8 in our review of the most important poetic schools 
in the 1920's we restricted ourselves to the years 1917-1923, 
i.e., the years of the origin and development of Polish 
Futurism. Out of necessity, we had to disregard all the 
poetic schools that established themselves after 1923— 
SRomlcktoOL; ue lrZysalwy,s  wkhwadnydayy oLagaty -w s)Thesintor— 
mation about these schools could be found in R. Matuszewski 
and S. Pollak, "Gtdwne nurty rozwojowe liryki dwudziesto- 
tScla,;m Przeqglad Humanistyczny,.09(1961)7 639-59 ;)JangWitan, 
"Poezja polska miedzy wojnami," Polonistyka, No. 12 (1969), 
pp. 1-14; S. Barariczak, "Ugrupowania poetyckie w dwudziesto- 
LeclLuamlLedzywoO ,ennym, .eNUGE ye NOwsi 1968) epop. 22-23. 


9kordian Gacki's reviews of Futurist poetry were 
published in Almanach Nowej Sztuki: "List do Anatola Sterna," 
NoOwals (1922) oppose 25-26; ee ientagnaomlewo, SaNGag2) (1925), 
pp. 49-50. 


10mhe first issue of Nowa Sztuka appeared in November 
1921 and named as its editors Anatol Stern and Jarosiaw 
Iwaszkiewicz. The name of the latter disappeared from the 


“second issue, published in February 1922; the editorial board 


included Leon Chwistek, Tadeusz Peiper and Anatol Stern. 


209 


11the most important Futurist "jednodnidéwki" were: 


Gga: Pierwszy almanach poezji futurystycznej. Dwumiesiecz- 
nik prymitywistow (Warszawa: December 1920), Jednodnuwka 
futurystuw (Krakow: June 1921), Nuz w bzuhu: Druga jedno- 
dnuwka futurystuw (Krakéw: November 1921). 

leupyymitywigci do narod6éw Swiata 1 Polski," in Gga: 
Pierwszy polski almanach futurystyczny (Warszawa: 1920), 
DpeeonePolska “awangaraa poetycka, (1, L/0-l1J/2 An attempt 
is made here to reproduce the original typography of the 
Polish manifestoes, in which a daring variety of typefaces 
appeared. 


13pristan Tzara, "Le Manifeste Dada 1918," Dada, No. 
S$) 1G Rspy Vey oC 


oem Mukarovsky, "Standard Language and Poetic 
Language," in A Prague School Reader in Linguistics, comp. 
UVa Chekas( Bb LOOmIngtOn: 61964) 7ep.e 22 

are T. Marinetti, "Manifesto del Futurismo," Le 
Figaro, 20 February 1909, rpt. in M. Gambillo-Drudi and M. 
Plonwe Acchiivisde. FuEUGISMO™(ROMets Lo 58 )eep. 17. 


l6nposhchéchina obshchestvennomu vkusu," in Poshché- 
enine obshchestvennomu vkusu (Moskva: 1912)7 1pt. intvs 


Markov, ed., Manifesty i programmy russkikh futuristov 
(Mtinchen: 1967), p. 50. 


ig. TeeMacinetti ,o.Manttesto del PuLurlomO, peut). 


185. Tea Marinctrl seaManild estomcecntcomac! lamiletLera— 
tura futurista," in Manifesti del Futurismo (Milano: 1914), 
p. 94. 


lo tpid. 


20 these inconsistencies and contradictions of Futurism 
were pointed out by Helena Zaworska in her book O nowa 
sztuke: Polskie programy artystyczne lat 1917-1922 (Warszawa: 
IRKKeDI jar WAS 


21 adok Sudel, sll (Petersburg: 1013) wer DuU.mi neon 
festy i programmy russkikh  f£utums COV pp. oo. 


22a leksei Kruchénykh, "Novye puti slova," Troe 


(Petersburg: 1913), rpt. in Manifesty i programmy russkikh 
(muha bher=naaner jes isk 
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pete cat Kruchenykh, "Deklaratsiia slova kak tako- 
vogo (1913), rpt. in Manifesty i programmy russkikh futu- 
BUS COVE eno 

24 : : 

It seems almost certain that the Polish Futurists 
were familiar with the basic postulates of both Italian 
and Russian Futurism, Marinetti's manifestoes were trans- 
Hatedeintouro lish saceearlyeasethemstali, of Ol9097 ssce Ti, 
Grabowski, "Najnowsze prady w literaturze europejskiej: 
Futuryzm," Swiat, No. 2 (1909). The Russian manifestoes 
were probably read in the original since all the Polish 
poets knew Russian. 


Baie TaeMarinect laueManicesto sdelwruturismo, wipe ily .« 


Tce 


gee Mafakovskii's evaluation of Russian Futurism 
in "Za chto boretsia Lef," in Sobranie sochinenii (Moskva: 
SSH) oe ae Ka = 

oe Wierzbinski, "Gtupota czy zbrodnia," Rzeczpos- 
polita, 13 December 1921. 

2oxKarol Irzykowski's article "Plagiatowy charakter 
przetoméw literackich w Polsce" appeared simultaneously in 
Engec papers——Kkurler LWOWwSskige NOs. Joyal (1020) sRobotnik, 
NOS 7 eel 2 bj wancdseNapmzod,. Nosnai26, 8 e922) . 
Irzykowski's article initiated a long and offensive polemic. 
Anatol Stern wrote a reply "Emeryt meteoryzmu. Z powodu 
ostatniego artykutu Irzykowskiego pt. 'Plagiatowy charakter 
przetoméw literackich w Polsce', czyli jeszcze o wiatrolo- 
Gli, Skamander, No. 17 (1922). | Bruno Jasienski® responded 
with an article published in Ilustrowany Kurier Codzienny, 
INCOR Mea/ me (eo) )ee 


pp fem eee ta Zeromski, Snobizm i postep (Warszawa: 1923), 


31 elena Zaworska, O nowa sztuke, p. 261. 
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BOOTNOTES# TO CHARTER. 


lBruno Jasiernski, "Futuryzm polski (bilans) ," 
DWwoOvLT uC. NO. .ose(1973 ie eerpt werneAnd,ze]) Lam,esed. , Polska 


awangarda poetycka (Krakdw: 1969), II, 390. 


2serzy Jankowski, "Spton lotnika," Widnokrag, No. 22 
(Lo 4 eee Maggi, aWeanokrad, NOs 2 58.1914). 


3We agree with Krystyna Pomorska that the basis for 
the concept of a poetic school is adherence of the individual 
Members to the programme, and not the mutual similarity. See 


Krystyna Pomorska, Russian Formalist Theory and Its Poetic 
Ambiance (The Hague: 1968), p. 47. 


4the problem of Polish Futurist poetics still awaits 
thorough investigation. The existing critical studies of 
the Futurist movement in Poland deal primarily with its 
theoretical programme, and not with its poetic practice. 


CErmiie lenasZaworskayn 0 mowarsztuke: —POlskiesprogramy sartys— 
tyezne lat 1917-1922 (Krakdéw: 1963); and Andrzej Lam, Polska 


awangarda poétycka: Programy lat 1917-1923 (Krakow 3) 1969) 
There is, however, a number of articles discussing the 
unique windividualyqualities, ofvditterent! Futurist poets. 
Seems slaw iiskis,"|\Poez je Miodozencay, "“siworezoscé, 15, No. 5 
(1959)02 21-25; K. Wyka, "Z lawy metafon;") Rzecz wyobrazni 
(Wa uszava-1eh9 59°)enipp.. 325-345 -paiebapSskize OEpoez jam Tytusia 
Gzycewsk lego miworczosc, 6, ) NO. 699(1960)5 7163-687 


>"orchestration" is a translation of a Russian term 
"instrumentovka" given by René Wellek and Austin Warren, 
THieOny moO ml Leratine s(NCWaN OGK :eelOI5b)s = Darl 09. LNs LEUumen— 
tovka" was a key concept in the theory of Russian Formalists, 
who regarded phonetic texture as the underlying Princip leror 
poetic language. Lev Takubinskii differentiated poetic 
language from fae ticads language aS one where the sounds 
are deliberately experienced; see his "O zvukakh poetiche- 
Skogommiazyka ePoetikas(Petrogradss 1919)) A»perceptive 
investigation of sound-repetition in poetic speech was 
CarLicdmouteby OSip Brikwine 4vUkOVy er DOVEOry, 7 Poetika 
(Petrograd: 1919). Roman Jakobson, fascinated with Khlebni- 
kov's "zaum'" poetry, claimed that poetic speech tends 
towards its ultimate limit—the phonetic word, ‘Noveishaia 


russkaia poéziia (Prah ach Lod) ee peae.6 « 


Scr. the remarks’ by) Rosai Clough, Futurism:Oihe Story 
of a Modern Art Movement (New York: 1961), p. 
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‘the Russian Futurists' orientation towards consonant 
instrumentation was mentioned by V. Markov, Russian Futurism: 
Pedistony (Berkeley 1968) WiandsD, Chizhevskiay@,0) poczia 
fied piciay we NOVY Weznuire We NOL omm1963)),8 pp.) d32-169,, but the 
most detailed account was given by Z. Folejewski, "Novelty 
and Convention in the Poetics of Russian Futurism Allitera- 
tion," Proceedings of the Fourth Congress of International 


Comparatives Association @(Theshague: io GO) mellem od — 106 


Sct anistaw Mtodozeniec, "Moskwa," Kreski i futureski 


(KgalkOwree 92d) ereept sw im PoOlskamawendardanvpoety chaye li, a/98 


%anatol Stern, "Nimfy," NieSmiertelny tom futuryz 


(Warszawa: 1921). 


10Ns Zbigniew Folejewski has pointed out, the Russian 
Futurists developed "Semantic alliteration," where the 
euphonic effects were strengthened by semantic associations. 
The new unexpected possibilities of semantic relationship 
were suggested by Velimir Khlebnikov's verses "Lesa lysy/ 


lesa obezlosili, lesa obezlisili." See Z. Folejewski, 
ENOVettyandeConvention; slo 15. 
iis 


Jasieviski's onomatopoeia is much less sophisticated 
than the imitation of church-bells in Kazimierz Przerwa- 
Tetmajer's "Dzwony," where the sound of ringing bells is 
depicted not by the sound of a single word, but by the sound 
of an entire stanza. See K. Przerwa-Tetmajer, "Dzwony,” 


Wiersze polskie wybrane, comp. M. Brydzewski (London: 1948), 
Dees: 


125 runo Jasieriski, "Manifest w sprawie poezji futu- 


rystycznej," Polska awangarda poetycka, p. 21/7. 


13sulian Przybos was not unique in this regard. Jan 
Brzekowski utilized the same device in: "w dole zaszto 
storice, storisze — jak krew stone," "jestesS sam samotny 
samiec w wielkim mieScie." All examples are taken from 


Janusz Stawiriski, Koncepcja jezyka poetyckiego awangardy 
krakowskiej (Wroctaw: 1965), p. 61. 


14 award Stankiewicz, "Poetic and Non-Poetic Lan- 
guage," Poetics, Poetyka, Poétika (Warszawa: 1961), p. 15. 


Io the presence of the unusual rhymes in the poetic 
practice of the Skamander poets was for Julian Krzyzanowski 
asion  Otativeing noveltyan nt this  puelcdyeDzle je w aceralury 
polskiej (Warszawa: 1969), p. 575. But, as Kazimierz 
Nitsch'’s study has shown, the number of inaccurate rhymes in 
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the "Skamander" poetry was rather small—they occupy 27, 12 
and 5 per cent in the poetry of Tuwim, Stonimski and Wierzyn- 
ski, respectively. See K. Nitsch, "O nowych rymach," Wyboér 


bist, polonistyeznychatWroct aws1954) 4 lype33=7 7.2 


16, lekset Kruchénykh, "Tspugannaia meshchanskaia 
Hesniany Anfange des russischen Futurismus, ed. D. Tschizhev- 
skij (Wiesbaden: 1964 p. 84. 


I7see Aleksei Kruchénykh and Velimir Khlebnikov, 
moLOVo ekaketakovoetie( lo 3)a4 rotsuinev. Markov, cds, (Manitesty 


i programmy russkikh futuristov (Mlinchen: 1967), p. 55. 


18, 1eksander Wat, “Namopanik Barwistanu," NieSmier- 


telny tom futuryz (Warszawa: 1921). 


1 osulian Tuwim, Stopiewnie (Poznari: 1935). 


20mhe concept of "disautomatization™ was developed by 
Victor Shklovskii in his "Iskusstvo kak priém," Poétika 
(Petrograd: 1919). On the level of the representation of 
reality it Stood for divergence from the actual. On the 
level of language, it meant a departure from current lin- 
guistic usage. On the plane of literary dynamics, it implied 
ardeviatlon simon preva mwiuingiartistmc, traditions | Cio Victor 
Erlich, Russian Formalism: History-Doctrine (New York: 1965). 


et poshchéchina obshchestvennomu vkusu," in Manifesty 
i programmy russkikh futuristov, p. 50. 


See thorough studies on Maiakovskil' s neologisms by 


VeeVinokur, Maiakovskil — novator iazyka (Moskva: 1943), 
and by Assya Humesky, Majakovskij and His Neologisms (New 
York: 1964). 


23Velimir Khlebnikov, "Zakliatie smekhom," Sobranie 
sochinenii (Mltinchen: 1968), II, 35. Khlebnikov's inventive- 
ness in the field of neology was discussed in Roman Jakobson, 
Noveishaia russkaia poéziia (Praha: 1921); V. Gofman, "Tazy- 
kovoe novatorstvo Khlebnikova," Zvezda, No. 6 (1935), pp. 209- 
236; V. Markov, "O Khlebnikove," Grani, No. 22 (1954). 


24, eksander Wat, "Zywoty," Gga: Pierwsz olski 
almanach futurystyczny (Warszawa: 1920) 7erpt. mine Polska 
awangarda poetycka, Pp. LOR 


2>stanistaw Mtodozeniec, "Futurobnia," Kreski i 


futureski (Krakdéw: 1921), rpt. in Polska awangarda poetycka, 
Dee on 
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26mhe analogical fascination with compounds in 
Italian Futurism had a totally different effect, since 
compounds are quite unusual for Italian. Cf. the remarks of 
Rose Clough, Futurism: The Story of a Modern Art Movement 
(New SYOx Kicmel 0:6 lair 2eg)'6 209 

gaan Tuwim, "Wiosna," Sokrates tariczacy (Warszawa: 
1920), rpt.in Wiersze zebrane (Warszawa: 1971), I, 140-142. 

28me problem of the influence of everyday language 
on Maiakovskii's poetry was discussed by V. Trenin and N. 
Khardzhiev, "Poétika rannego Maiakovskogo," Literaturnyi 
KELtLK No. ZL I35) ae Dp pee 1-1 Coe rand bY Vs Gofman, "0 
lazyke Maiakovskogo," Zvezda, No. 12 (L932 Ome nee 2S 


22a deus Peiper, "Metafora teraZniejszoSci," Zwrot- 


nica;eNo. 39(1922), xptcfin Polska ‘awangarda poetycka, 
jen eae 


Oxazimierz Wyka, "Z lawy metafor,' 
(Wats Zawace 19159) ple329" 


Boe 
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32a ccording to the Surrealist theory, the poetic 
image was not to be directed by thoughts, but by creative 
intuition. The writer was supposed to listen to the voice 
of the subconscious and to write down whatever it dictated. 
As a result the surrealist metaphor was composed of elements 
that had no logical relationship with each other. It was 
based on divergence and contradiction. For a detailed 
account of the Surrealist metaphor see A. Balakian, Surreal- 
ism: The Road to the Absolute (New York: 1959), and J. H. 
Matthews, An Introduction to Surrealism (Pennsylvania: 1965). 


33terence Hawkes, Metaphor (London: 1972) pp. 2-3. 


Besed the investigations of twentieth-century Polish 
prosody by Z. Kopczyriska and R. Mayenowa, eds., Sylabizm 
(Wroclaw: 1956); M.sDiuska and, T.> Kurys, eds., Sylabotonizm 
(Wroctaw: 1957); M. Giergielewicz, Introduction to Polish 
Versification (Philadelphia: 1970). 


3>tadeusz Peiper, "Rytm nowoczesny," Kwadryga, No. 
B—4an(1 9291930) 7s Drogaerymu,, —Przeqled Wspdéiczesny, eis Sik 
(L9Z9)% 


36 sulian PrZVoOGyeme hy tiem in aes NOC mCLoS Lie 
"Kataryniarze i strofkarze," Linia, No. (1931); "Formy 
* nowej liryki," Linia, NO verse 69 393)2 
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37 Aleksandra Okopien-Stawinska, "Wiersz awangardowy 


XX lecia miedzywojennego," Ranvernikebiterackl, 56 (1965), 
424-446, 


38rne Slogan of "words at liberty" was put forward by 
the Italian Futurists. At first they turned to free verse, 
but even free verse, maintaining syntax and producing rhyth- 
mic responses seemed to them too inadequate for modern 
poetry, so they went one step further and proclaimed the 
principle of "parole in libertad," i.e., the poetic composi- 
tion free from metrics, syntax and punctuation. See Filippo 
Marinetti, "Manifesto tecnico della fetteratura, -sManitescl 
del Futurismo (Milano: 1914). 


39 ny tus Czyzewski, "Hymn do maszyny mego ciazta," 
Jednodnuwka futurystuw (Krakdéw: 1921), rpt. in Polska 


awangarda poetycka, p. 225. 


40 mong the Russian Futurists Vasilii Kamenskii was 
the most enthusiastic exponent of typographic devices; his 
"Zheleznobetonnye poemy," published in Pervyi zhurnal russ- 
kikh futuristov, No. 1-2 (1914), were made of different 
print as well as of geometrical figures and lines. Marinetti 
used different typographic devices in Zang-tumb-tumb (Milano: 
1914), and emphasized that this new array of type and the 
variety of colours enabled him to increase the expressive 
power of words. 


flovtus Czyzewski, "Mechaniczny ogrdéd," Noc-Dzien: 
Mechaniczny instynkt elektryczny (Krakdéw: 1922). 


BoreinG Jasieriski, "Morze,' 
43 


ZLWCOtCRICalweNO eee O22.) = 
Guillaume Apollinaire, Calligrammes (Paris: 1918). 


44one question of the influence of Russian Futurism 
on Bruno Jasienski was briefly discussed by Marian Rawitski, 
"U genezy wczesnej twdérczoSci poetyckiej Brunona Jasier- 
skiego," O wzajemnych powiazaniach literackich polsko- 
LOSYJSKIUChHM(Wroctaw 291969 Spo emloG—22 8 yeandebyerdaward 
Balcerzan, Styl i poetyka twdorczoSci dwujezycznej Brunona 
Jasieriskiego: Z zagadnien teorii przekiadu (Wroctaw: 1968). 


4° rG0r Severianin, Gromokipiashchii kubok (Moskva: 
19 13))¥. 
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Solace Maiakovskiil, "Adishche goroda," Polnoe 
sobranie sochinenii (Moskva: 1955), I, 55. 


Se aimies Maiakovskil, Oblako v shtanakh (Moskva: 
1915), rpt. in Polnoe sobranie Sochinenii, 1, 173-196. 
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FOOTNOTES TO CHAPTER III 


loerzy Jankowski, Tram wpopszek ulicy (Warszawa:1920). 
*tbid. 


3tytus Czyzewski, Pastoratki (Paryz: 1925). 


“aS sie. 


5 
1921). 


®rthe Czartak poets regarded folk stylizations as the 
best suitable forms to express their cult of primitive life. 
Emil Zegadtowicz' Powsinogi beskidzkie (Wadowice: 1923) and 
Koledziotki beskidzkie (Wadowice: 1923) clearly illustrate 
Czartak's adherence to the folklore tradition. 


Stanistaw Mtodozeniec, Kreski i futureski (Krakow: 


7Bruno Jasieriski, Stowo o Jakubie Szeli (Paryz: 1926). 


Pincers Jasierski, Utwory poetyckie, manifesty, szkice 
MWEOCT AW el 9/2) =a moor 


See Vie Lease? ODD Morfologiia Skazkiy (leningrad:91928)7, 


ge as tena tie condemnation of Szela to death was a 
means to ennoble the protagonist. In reality, Szela was 
just transferred to another district, where he lived for 
twenty more years. Jasiernski's deviations from the histori- 
cal truth are analyZed by Anatol Stern, Bruno Jasieriski 
(Warszawa: 1969). 


a jasdenek had at his disposition several collections 
of Polish folk songs while writing Stowo o Jakubie Szeli. 
This fLactawas. confirmed by Stanistaw Brucz, who wrote in his 
reminiscences, ".»5. . nazajutrz spedzit pot dnia w Bibliotece 
Polskiej na Quai d'Orleans, aby wieczorem z tryumfujaca mina 
podsunaé mi pod nos spora kolekcje '‘obrazdéw negatywnych', 
wynotowanych z 'PieSni ludu polskiego w Galicji' Zegoty 


Paulego i bodajze z glogerowskich 'PieSsni ludu'." Quoted by 
Anatol Stern, Bruno Jasieriski (Warszawa: 1969), p. 68. 

de oskar Kolberg, Dzieta wszystkie (Wroctaw: 1961), 
pte Ven. 

ans 


Z. Gloger, Obrzed weselny polski z pieSniami (War- 
szawas 1907), p. 104. 
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penaIberer NEAL 5 © £92) 

7m Gloger, PieSni ludu polskiego (Krakdéw: 1907), 
jee PAA 

BAT ee Ee 

tTKolberg, XXV, 152. 

eed ei aes GG). 

Latbid e pel set 10% 

erie Rawinski, ""Stowo o Jakubie Szeli' wobec 
folktoruy.  Pamietnik Liberackin,o20(19 71). 101—10 25 

Peak 


See J. Chrzanowski "Proba apoteozy Jakuba S Zea 
Gtos Narodu, 25 December 1926; W. Broniewski, "Pcemat o 
Szeli," WiadomoSci Literackie, No. 48 Clo 26) eae otaware 
"Stowo o Jakubie Szeli," BZwiganyaNo. Ie o7h te 
_ *20he poems in question are Vasilii Kamenskii's 
Serdtse narodnoe Sten'ka Razin (Moskva: 1918) and Sergel 
Beenin Sweugacttevea(MoskvammloOo2) it is unlikely that 
Jasieriski knew Khlebnikov's exploitations of the Razin theme, 
"Razin" and "Ustrug Razina." "Razin" was written in IES) A) 
but published only in Khlebnikov's Sobranie sochinenil v 
"iati_ tomakh (Moskva: 1928-1933). "Ustrug Razina,” written 
rnp ZVywappeared in) a journal) Left, No. (1 C1923) Fano tein 
book form. i202 


Be discussing Kamenskii's SerdtSe narodnoe Sten'ka 
Razin we refer to the first publication of this poem,\ not to 
his subsequent exploitations of that theme in 19 2:77 OS 2H 
1939 and 1948, which are considerably different. 


cerca Esenin, Pugachév, in Sobranie sochinenil 
(MoskvarteH966)6,5 11, 164. 


>the question of Esenin's influence on Bruno Jasien- 
ski was discussed in W. Piotrowski, "Jesienin a Bruno 
Jasieriski," Sprawozdania z posiedzen PAN, Nos. 7-12 (1966), 
pp. 396-399, and in M. Rawinski, "U genezy wczesnej twér- 
czoSci poetyckiej Brunona Jasieriskiego," O wzajemnych 


powiazaniach literackich polsko-rosyjskich (Wroctaw: 19699), 


Ppp. 196-228. 
26 


Vasilii Kamenskii, Sten'ka Razin (Moskva: 1916), 
Demelo oe 
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FOOTNOTES* TO CHAPTER IV 


IBruno Jasieriski, Je brfile Paris, L'Humanité, 14 Sep- 
tember-13 November 1928. The text of Je brfile Paris that 
appeared in L'Humanité was a translation from the Polish 
original. The translation is very good: it faithfully 
reproduces not only the ideas of the original, but also its 
highly metaphoric style. 

Equally successful was the Russian translation, aren 
was published in Moscow in 1928. 

ThemrirstePpolashmedi tionsotabale: Paryzmappeared in 
Moscow in 1929, and was then published in Poland with a 
preface by Juliusz Kaden-Bandrowski. 


2paul Morand's "Je brfile Moscou" was first published 


ine Demainm (Aprile 1925) > sande laters i1nconporated, into i Europe 


galantem@(Panis791925)" 
3 

Delo. 
4p aul Morand, "I Burn Down Moscow," 

tr2eGee GChapmar-—--pondon:.1926);,9ps 17. 


= 


Anatol Stern, Bruno Jasieriski (Warszawa: 1969), 


Europe in Love, 


MesWels 5. jojek: 215 1s 


CSG; ey ec 


ing is a widespread opinion amongst the critics to 
consider "Je brtiile Moscou" a stimulus for Pale Paryz. See 
N. T. Shafer, "Stilisticheskoe svoeobrazie romana eeEcnorte 
'Ta zhgu Parizh, '™ in Filologicheskil sbornik (Alma-Ata: 
1963); Ee Savanaeyaierelis pea: "Kompozitsila 1 Sliuzhet romana Bruno 
Tasenskogo ‘Ia zhgu Parizh, ™ in Materialy respublikanskoi 
nauchno-teoreticheskol konferentsii molodykh uchenykh 1 


Oe eS ee ee ee 
aSpirantov (Samarkand: 1968); A. Stern, Bruno Jasienski 
(Warszawa: 1969). 


8p aul Morand, "La Croisade des enfantes," L'Europe 
galante (Paris: 91925) 


Gun frenburg, TresteD.h.berlins 91923). 


10 


This edition of Pale Paryz will be used hereafter, unless 
stated otherwise. 


11. Shklovskil, "Iskusstvo kak priém," Poeétika: 


- Sborniki po teorii poeticheskogo fazyka (Petrograd: 1919); 
Khod konia (Moscow: 1923). 


Bruno Jasierfiski, Pale Paryz (Warszawa: 1974), p. dieses 
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1eknut Hamsun's Sult, which was originally published 
in 1890, was very popular in the 1920's. Jasienski might 
have read it in either the Polish or the French translation. 


13knut Hamsun, Hunger, tr. G. Egerton (New York: 
WPA jee We 


LeTh idee pp eoseaG4 = 


carbide e139 


J a Anones Review of ITasenskil: Ta zhou Parizh, 
Oktiabr', No. 3 (1929), p. 185. 


aN K., Review of Tasenskil: Ia zhgu Parizh, Rezets, 
NOwme2 om ULo2 D)erep. ele 


oan Wolski, "Apokalipsa wg. Brunona Jasieriskiego," 
KubturaseMas , eNCS 04-55 (1930) 80.66. 


aris 


205 ale Paryz was translated into Russian as early as 
1928 and then republished in 1929 and twice in 1930. The 
second, version appeared in 1934, and was later incorporated 


into Iasenskii's Izbrannye proizvedeniia v_ dvukh tomakh 
(Moskva: 1957). 


21 5runo Iasenskil, Izbrannye proizvedeniia v dvukh 
tomakite (Moskva: el957)i;il, 5% 


225 uno Jasieriski, Nogi Izoldy Morgan (Lwéw: 1923), 


¥pt. in Nogi Izoldy Morgan 2 inne utwory (Warszawa: 1966), 
ajye4 ASB 


23naward Balcerzan, ""Nogi Izoldy Morgan" Brunona 
Jasieriskiego," Nowela, opowiadanie, gaweda (Warszawa: 1974), 
Pppe 220-239. 
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FOOTNOTES TO CHAPTER V 


lpapp was officially organized in January 1925 at the 


Pirs teal’ Uni ongcongresssor Proletarian Writers, and included 
Tine Libedinskiil, V. Kirshon, D. Furmanov, A. Fadeev, V. 
Ermilov, and many others. RAPP was headed by the critic 
Leopold Averbakh, who was also chief editor of RAPP's organ 
Na literaturnom postu. From the beginning RAPP aspired to a 
leagtneupositionsinwsovaer pletters,, but tts) real dictatorship 
was not achieved until 1929. In February 1920 Maiakovskil 
abandoned LEF and joined RAPP. In 1931) thesmembers of 
Kuznitsa asked the executive board of RAPP to admit them, 
and after lengthy negotiations, most of them were granted 
admission. The same decision was made by many of the 
Constructivists, among them V. Lugovskoi, E. Bagritskil, and 
I. Selvinskil. More irreconcilable was gs group Pereval, 
which cooperated closely with Rrasnalamnoveeedited by A. 
Voronskil. Despite strong pressure from the critics belong- 
ing to RAPP, Pereval did not join them and survived as an 
independent organization until 1932. 

Shorea detailed) account onsthnesliterary Situation at 
the end of the 1920's see: V. Ivanov, Formirovanie ideinogo 
edinstva sovetskol literatury 1917-1932 (Moskva: 1960); A. 
Romanovski1l, Znamenitaia vekha (Moskva: 1970); S. Sheshukov, 
Neistovye reshiteli: Iz istorii literaturnol Ie COm Dye UayiKh 

godov (Moskva: 1970); H. Borland, Soviet Literary Theory and 
Sree tae During the First Five-Year Plan 1928-1932 (New York: 
1950); E. J. Brown, The Proletarian Episode in Russian 
Literature, .928—=1932e@(NewRvork: 91971) % 


2uan Editorial," Pravda, 8 December 1929. 


3"xuiturnafa revoliutsiia i sovremennaia literatura: 
Rezoliutsiia I Vsesoiuznogo S"ezda proletpisatelei po dokladu 
L. Averbakha," Na literaturnom postu, Nos. iv-t4e (1928) spel. 


‘the slogan of "social command" had originated among 
the LEF members, who believed that the writer was simply a 
craftsman of words, who had to produce literary works 
satisfying the demands of his client, the proletariat, 
awaiting clear and factual works. "Literature Cty Lact. 
sketches, biographies, diaries—was considered the highest 
form of Jiterary creation. Cf. O. Brik, "Ne teoriia a lo- 
Zunge Ue Pechatus 1. revoliutsiitayenoweL (1923); V. Maiakovskii, 
"7a chto boretsia LEF?" Lef, No. 1 (1923). LEF's theory of 
social command received “the approval of the RAPP leaders, 
for whom it was a means of enlisting literature in the 
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service of the First Five-Year Plan. See: H. Borland, 


DOVICEMULLeLat wea liecoOny anGer saci ce: DUuLing therrirst Fives 
Year Plan 1928-1932 (New York: 1950). 


>The slogan o£ "tearing off the masks" was taken from 
Leninm'searticle on Leo Tolstoi, in which he spoke of Tol- 
Stol!s | teaninqtore stiesmaskhenromereality. | s SeesV wLenin, 
"Tolstoi kak zerkalo russkol revoliutsii," Polnoe sobranie 
sochinenii, 5th ed. (Moskva: 1958), XVIII, 206-213. 


Srhe term "fellow-travellers" (poputchiki) referred 
to the non-proletarian writers who, while loyal to the Soviet 
state, wanted to be free to express their personal views. 
The fellow-travellers were not an organized Group, eout 
IMmdividudbewr ters, such vas Bobi" hua Lee LeOnGy nA. 
Tolstoi. Sometimes the term "poputchiki" was used in regard 
tosthemwriters belonging to the ™Serapion Brothers," “Pere- 
Valeueon "mi feraturnys ulsentreKkKons truktivistove. 


ine Kenan Nerpoputchik pmalsotuznikgalaisvrag,. Na 


literaturnom postu, No. 2 (1931), pp. 39-40. 


Bug perestroike literaturno-khudozhestvennykh organi- 
gatsiil: Postanovlenie TsK VKP(b) ot 23 aprelia 19320 eeravaa, 
ZaeAp TI 1952 


2nUstav SSP SSSR," Pervyl Vsesoiuznyi S"ezd Sovetskikh 
° Sef . SS cna Ta AN een ee aL >a a 
Pisatelei: Stenograficheskil otrcnee i(Moskva=01934) ep. W/16% 


10, A. Zhdanov, "Rech'," Pervyi Vsesoiuznyi S"ezd, 


llipia. 


eS Engels, "Letter to Margaret Harkness," in K. 
Marx and F. Engels, Literature and Art (New York: 1947), 
p. 41. 


13 hor a thorough presentation of the principles of 
Socialist Realism see: L. Timofeev, Osnovy teorii literatury 
(Moskva: 1955); A. I. Ovcharenko, Sotsialisticheskii*realizm 
i sovremennyi literaturnyi protsess (Moskva: 1968); Aktualnye 
problemy sotsialisticheskogo réalovma, (Moskvacel1969) -eS tec. 
Asadullaev, istorizm, teoriia 1 tipologiia sotsialisticheskogo 
realizma (Baku: 1969); S. M. Petrov, Vozniknovenie 1 formi- 
rovanie sotsialisticheskogo Pea (Moskva: 1970); H. 
Ermolaev, Soviet Literary Theories 1917-1934: The Genesis of 
Socialist Realism (Berkeley: 1963); E. Mozejko, Der soziali- 
Stischer Realismus in der Weltliteratur OuinsieisatoLenomee 
- Coming) 
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Ae Zhdanov, p. 4. 


Ioproletarskaia literatura was published during the 
years 1931-1932: its: editorial board included such prominent 
RAPP critics as L. Averbakh, V. Ermilov, and A. Fadeev. 


16 


The International Association of Proletarian Writers 


(MORE) worioinatecdminwthepmiddlevonethe, 1920/s sy At first it 
was known as the International Agency of Revolutionary 
Writers (MBRP), but the Kharkov Conference changed its name 
tomthcw Mnternnatvonela Assocation OfeProletarian Writers. In 
1930 MORP had seven sections—German, Hungarian, Austrian, 
Czech, American, Polish and Japanese—and it published four 
periodicals: Vestnik innostrannoi literatury, Die Linkskurve, 
Kultura Mas, and Sarld 4s Kalapacs. Thespers ode 1930193 3 
was the heyday of MORP development; by that time the Associ- 
ation had fifteen foreign sections, uniting hundreds of 
writers. MORP ceased to exist in 1935. For detailed 
information about MORP see the 81st volume of Literaturnoe 
nasledstvo (Moskva: 1969). 


lice, the editorials 20. kulture mas;,. Kultura: Mas, 
INO omelet 92 90) 

18 rund JastenskimwrotemamnumbermOr articles) cal lang 
for freeing the Polish language in the Soviet Union from 
Russian borrowings; see: "O rewolucje jezykowa," Kultura 
Mastael Ome — 2m 29) ee Dosw bis gi wOlzmy a pOlsk a joZyigeerole= 
Paracas ae) CUnANMAS pO. m aml 30)o, ee. elie AddLcLOn, 
Kultura Mas carried a permanent section "Chwasty jezykowe" 
(Language Weeds), pointing out the most dazzling Russicisms. 


Woe. the article discussing the results of the 
Conference of Polish Proletarian Writers held in Minsk in 
August 1930: "Wyniki zjazdu miriskiego," Kultura Mas, No. 2 
(UA io Ihe 

20 among the novels published in 1931 issues of 
Literatura mirovol revoliutsii were: W. Hotopp's Barkas; H. 
Marchwitza’'s Sturm auf Essen; W. Bredel's Maschinenfabrik 
N. U. K. The proletarian poets represented in LMR were: L. 
Aragon, J. Becker, D. Hidas, W. Broniewski, and others. 


re. the articles: MS Gold, -"Literatura sovremennoi 
Ameriki," LMR, No. l (1931); S. Stande, "Polskafa proletar- 
skaia literatura, BLUMER peNOse OMe o ol )itG mean LON, "Revoliu- 
tsionnaia literatura qaBolgarii,® LMR, No. 10 (1931). 


*2Bruno Tasenskii, "Po naklonnoi ploskosti, 
‘ tura mirovol Povol ieee NO seem 00) 70 Demo ole 


TeiLcelas 
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*Bruno Tasenck Wal recitr.! "sovetskalia literatura na 
novom étape: Stenogramma I Plenuma Organizatsionnogo Komi- 
Celamoo.uzapcOvetskika Pisatelerm (Moskva; 1933), p. 215. 

aore is safe to assume that Jasieriski knew Russian 

quite well even before he moved to the Soviet Union. He 
undoubtedly learned Russian during his school days in 
Moscow from 1914 to 1918. In the 1920's he extensively 
Crono Lecownucs. lane poelhyeinlOmeOlisia.)) Cre his trans— 
letionemor Serge: Psenin pub lienedasin 4wrotnica, No. Ss 
(1923), and of Maiakovskii in Wrodzimierz Majakowski, 
Wybdér poezyj (Warszawa: 1927). But he needed some time 
COMPSELCeC™ ise Riussl anepetoreunes COULd start writing in, it, 

In addition to Russian, Jasienski knew well French 
ands German sce stic sestamony OleA Hidas: im wis antroduc— 
tion to Bruno Iasenskii, Slovo o Iakube Shele: Poémy i 
stikhotvoreniia (Moskva: 1962). 
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FOOTNOTE SU TOSCHAPTE REV. 


Then (Le Lin) appeared in Russian translation in 1924, 
and was followed the next year by Svezhaia ryba (Marée 
fraiche), Shampanskoe (Le Vin de Champagne), Rel'sy (Le 
Rail), and Pesn' pesnei (Le Cantigue des cantiques). 


“ner Tunnel (1913) was published in Russian transla- 
tion in 1930 in Bernhard Kellermann's Sobranie sochinenii v 
shesti tomakh (Moskva: 1930). 


3valentin Kataev, Vremia, veered! *(Moskvaz71932)773rpt. 
in ’Sobranre sochinenia (Moskva:el969) "111, 252-2537 


errs Erenburg, ben Wav toro «Moskva: 932)) @rpt. sin 
Sobranie sochinenii (Moskva: 1969), III, 355. 


ST pan So). 


oredon Gladkov, Energiia, Novyl iit eNOS snl — FOUN 1932) 7, 
rpt. in Sobranie sochinenii (Moskva: 1958), III, 248. 


oe Etecinion, s Arourinechem ive Year Planeof Cultural 
GOonsCLuculoMmmusVOKGeBbUL etlin eNOS a lO0—12u5(1931) ep. 


Spor a more detailed account of the poetics of the 
industrial novel see S. Shput, Tema sotsialisticheskogo 
stroitel'stva v proze 30-ykh godov (Moskva: 1963); T. K. 
Trifonova, RussSkaia sovetskalia literatura 30-ykh godov 
(Moskva: 1963); L. F. Ershov, Russkii sovetskii roman: 


Natsional nye etrad tisi 1 ianovators Le VvOm( bemunarac :l9 617). 


2eruno Yasenskii, Chelovek meniaet kozhu, Novyi mir, 
NOS sual O=) Jem 9G2)2-SeNOS 2 >= OM 983) 


10; ,sietski's use of American engineers as foreign 
specialists, working in the Soviet Union, reflected the fact 
that in the 1920's the Soviets were particularly interested 
in the United States, with whom they were attempting to 
establish some technical cooperation. 


llzyuno Pasenskii, Chelovek meniaet kozhu, in Izbran- 
nye proizvedeniia (Moskva: 1957), II, 157. This edition 


WLLL be used hereafter. 


ee studies on detective fiction: H. Haycraft (ed.), 
The Art of the Mystery Story (New York: 1946); A. E. Murch, 


The Development of the Detective Novel (Port Washington: 
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1958); J. Symons, Mortal Consequences: A History from the 


Detective Story to the Crime Novel (New York: 1972). 


a2 The choice of Murray as the culprit reflected the 


obsessive fear the Soviets had of Western spies, especially 
of British Intelligence agents. Cf. Shpion Kent, the 
purported diaries of a British master-spy, published 
anonymously in the Soviet Union in the 1930's. 


E. Tager, "Chelovek menfaet kozhu," Literaturnyi 
iusto. 4901-933 ee pee bo oy, 


ake Rykova, "Chelovek menfaet kozhu," Literaturnyi 
SOvremenn kya No. 5 (19S4)58p.8154. The same opinion is 
Shared by contemporary Soviet critics who praise Jasierski 
for his skilful use of the detective plot; see T. A. Cherny- 
sheva, "O romane Bruno Iasenskogo 'Chelovek meniaet iebael bie 
Trudy Irkutskogo gosudarstvennogo universiteta imeni Zhda- 
MOVc omer kts: G1 950) e pp wel = 46 nice AVeVervesy me Shiiakh 
Bruno Iasenskogo do sotsialistichnogo realyvzmi,, iZhovten! 4! 
zarubizhni slovianski literatury (Sy lv elo Jet ppl I4—256; 
B. Pruttsev, "K voprosu o romane Bruno Iasenskogo 'Chelovek 


meniaet kozhu,'" Uchenye zapiski Orlovskogo pedagogicheskogo 
Ris clcutd, eeveecoi ov lob 3) se pDeanl2 5-1 74n 
16 


Bruno Iasenskii, "Rech'," Pervyl Vsesoiuznyi S"ezd 
Sovetskikh Pisatelei (Moskva: 1934), p. 278. 


iD Berezovskil, V stepnykh prostorakh (Moskva: 
EAC) 5 Gey ATP 


aoe Stownik wspdétczesnych pisarzy polskich (War- 
Szawa sl I O4) ele SB 


19 the English etransiativon byeG.hescOLUCrappeareduin 
Moscow in 1935, and was republished the next year in New 
York. For detailed information about other translations see 


Stownik wspdéiczesnych pisarzy polskich, 33. 
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FOOTNOTES STOSGHAPTERYVIL 


lpruno Yasenskiil, "Muzhestvo," Novyl mir, No. 2 
(1935), pp. 5-16. This edition will be used hereafter. 


“according to Anna Berzin', Jasieriski began work on 
Zagovor ravnodushnykh in 1937, and continued until he was 
arrested in 1938. Anna Berzin' preserved the manuscript | 
and published it in Novyi mir in 1956. Zagovor was later 
incorporated into Iasenskii’s Izbrannye prolzvedeniia v. 
dvukhe@tomakhy (Moskya:@1957) ) ety 231-429 58 Thisseditionewill 
be used hereafter. 


3Zagovor, Demecou. 

4 the term "concealed narrator" is taken from an 
article by Caroline Gordon and Allen Tate, "Notes on Fic- 
tional Technique," published in The House of Fiction (New 
YOrk 21960)" pp. 435-4589 =See@also«wW. Co Booth’ Rhetoric of 
Hictione (Chicago: 1961) N. Friedman, “Point of View in 
Fiction: *The Development of a Critical” Concept,” Publications 
of the Modern Language Association of America, 70 (1955), 
PIGO= 18 46s Pereyenubboek} Vine rCrafltwor” Evctloen™ (London: "1929) . 


2sot! was published in 1930, Skutarevskil in 1932, 
and Doroga na Okean in 1935. 


Cxonstantin Fedin, Pokhishchenie Evropy, Zvezda, Nos. 
S37, i— 1 2a (bIS3 ae NOSe 6— TO Reel Dial O35 ji 
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FOOTNOTES #TO CHAPTER VIII 


13runo Tasenskil, "Rech'," Pervyl Vsesoiuznyl S"ezd 
Sovetskikh Pisatelel (Moskva: Av OE yey ENE: 

Bruno Iasenskil, Izbrannye proizvedeniia v dvukh 
tomakhe Moskva: 1957)", 1,810. 


sWolfgang Kayser, The Grotesque in Art and Literature. 
Tae yeu eWelosoredn | oY OOmington- mio os) hip. 645iSeetalso 
B. Jennings, The Ludicrous Demon: Aspects of the Grotesque 
in German Post Romantic Prose (Berkeley: 1963); and Iu. V. 
Mann, O groteske v literature (Moskva: 1966). 

oe Tea eHOLfMann pe berssandmannh, + Die Nachtstucke 
(Berlin: 1918). 

>Bruno Tasenskii, Bal manekenov (Moskva: 1931), p. 18. 
This edition will be used hereafter. 


®see Ludmila Foster, "The Grotesque: A Method of 
Analysis," Zagadnienia Rodzajéw Literackich, 9, No. l (19G6 
Liao manda eAwCconliguirattons ote tiesNon-Absolute: “The Struc— 
ture and the Nature of Grotesque," Zagadnienia Rodzajow 
Pie hdc iC, pa NOs (LO GO)r wes On. 


Tanatolil Lunacharskiil, "Predislovie," Bal manekenov 
(Moskva: 1931). Despite Lunacharskii's support Bal manekenov 
was never Staged In=the SovieteUnion. Before the Second 
World War it was played only in the A. E. Bucharian avant- 
garde theatre in Prague, and in Japan. The Polish premiére 
of Bal manekindéw took place in 1957 in the Katowice theatre. 
See A. Stern, Bruno Jasieriski, p. 215. 


85 runo Tasenskii » UNos,gelevestila, ll—17 February 
1936, rpt. in Izbrannye proizvedeniia v dvukh tomakh (Moskva: 
W957) oll wisi—-210 ee Theslattersged ition twill ybesused here= 
after. 


WW 


Nikolai Gogol', "Nos," Sobranie khudozhestvennykh 
proizvedenii v shesti tomakh (Moskva: 1960), III, 93. 
10 


See V. Vinogradov, "Naturalisticheskii grotesk: 
Siuzhet i kompozitsiia povesti Gogolia 'Nos,'" Evoliutsiia 
russkogo naturalizma (Leningrad: 1926), p. 41. 


we. Propp, Morfologiia skazki (Leningrad: 1928), 
pp. 49-54. 
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A SELECTED BIBLIOGRAPHY 
BRUNO JASIENSKI —- SOURCE MATERIAL (chronological) 


But _w butonierce: Poezje futurystyczne. Warszawa: Katarynka, 
cr PUL Sey Cane 
are 


PieSn_ o gtodzie. Krakdéw: Katarynka, 1922. 
Nogi Izoldy Morgan. Lwd6w: Odrodzenie, 1923. 


Ziemia na lewo. Warszawa: Ksiazka, 1924. 


Stowo o Jakubie Szeli. Paryz: 1926. 


Je bradle Paris. L'Humanité, 14 Sept.-13 Nov. 1928. 


Rzecz gromadzka: Sztuka sceniczna w czterech aktach. Moskva: 
Gosudarstvennoe izdatel'stvo khudozhestvenno1 literatury, 
DAS ZE KO) 


Bal manekenov: P'esa v 3 aktakh. Moskva: Gosudarstvennoe 
izdatel'stvo khudozhestvennol iheeiecheitbese es ilS)sik 


Stikhi. Moskva: Biblioteka Ogonek, 1931. 


Chelovek meniaet kozhu. Novyl mir, Nos. 10-12 (1932); Nos. 


SaOae(eh9.33:)e 
"Muzhestvo." Novyi mir, No. 2 (1935), pp. 5-16. 
"Glavnyi vinovnik." Novyi mir, No. 6 (1936), pp. 5-15. 


ENOSe se izvestita, Nos 636-4171 1936 1" 


Zagovor ravnodushnykh. Novyi mir, Nos. 5-7 (1956). 
Izbrannye proizvedeniia. 2 vols. Moskva: Gosudarstvennoe 


izdatel'stvo khudozhestvennoi literatury, 1957. 


Pale Paryz. Warszawa: Czytelnik, 1957. 


Rzecz gromadzka: Sztuka sceniczna w czterech aktach. 


Warszawa: Ludowa Spdétdzielnia Wydawnicza, 1960. 


Utwory poetyckie. Warszawa: Czytelnik, 1960. 
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Cztowiek zmienia skdére. Warszawa: Czytelnik, 1961. 


Slovo o Iakubie Shele. Poémy i stikhotvoreniia. Moskva: 
Gosudarstvennoe izdatel'stvo khudozhestvennoi litera- 
Curve 62:. 


Zmowa obojetnych. Warszawa: Czytelnik, 1962. 


Nogi Izoldy Morgan i inne utwory. Warszawa: Czytelnik, 1966. 
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